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1 CARBONELL BASTE,
Silvia, “Los inicios del
coleccionismo textil en
Cataluna”, in Datatextil, no.
21, Terrassa 2009, pp. 4-7.
ROCA CABRERA, Maria,
“El coleccionismo textil y

la pintura del siglo x1x”, in
Memoria y Significado. Uso
y recepcion de los vestigios
del pasado, Universitat de
Valeéncia, Valencia, 2013,

pp. 187-197. ROSINA, M.
Collecting Textiles. Patrons
Collection Museums. Turin,
Allemandi & C., 2013, pp.
33-43. Over the years we have
seen how the dismantling of
collections through public
and private sales has led to a
significant loss of information
and, most importantly,
damaged the overall
understanding of what the
silk industry represents in our
past.

2 Company archives lose
their raison d’étre if the
fabric samples are separated
from the accompanying
documents, designs or other
written information.

The Moncada Silk Museum,
the case of the Garin factory

by ARABELLA LEON MuRNoz. Curator, Moncada Silk Museum
and MaRrfa Roca CaBRERA. Consultant, Moncada Silk Museum

Silk weavers since the eighteenth century, the Garin family opened their
factory in the early nineteenth century. Since then, successive owners kept
records of their production, conserving both fabric samples and written
documentation, and the resulting collection of some seven thousand items
is now administered by the Moncada Silk Museum. The collection is an
almost entirely untapped resource, having been unavailable to experts
until only recently, but new research will shed light on textile design and
changing tastes from the eighteenth century onwards, revitalising heritage
that is central to the study and public knowledge of silk production in our
culture.

From factory to museum

In 2013 the Garin factory underwent a profound transformation. After
200 years of industrial activity it was converted into a museum, creating a
living installation that continues to produce hand-crafted fabrics alongside
a collection of exhibits that include systematically compiled production
records. The museum marks a departure from the traditional static exhibit
model, fusing past and present in a more active approach to heritage
conservation. It provides a multidisciplinary cultural space for research,
education and interpretation, as well as for a variety of creative pursuits.
In the textile sector, the most immediate threat in times of crisis is the
loss of historical fabrics, which many companies are forced to sell oft to
balance their accounts.! Garin, however, understood the wider value of
its fabrics and put in place specific measures to conserve them, going to
considerable lengths to preserve its textile collection alongside the original
documentation that accompanied each piece.” Since its unveiling, the
Moncada Silk Museum has kept the Garin collection together, preventing
a gradual dispersal of the heritage generated by this emblematic Valencian
silk manufacturer and creating the best possible conditions for its ongoing
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3 The fabrics and

drawings have suffered the
characteristic deterioration
caused by regular handling,
changes of location, building
work at the company, and a
series of disastrous events
such as the 1948 flood or the
1986 fire, which damaged

or destroyed much of the
documentation.

4 In 1997, the collection of
drawings and fabrics was
ordered and classified by M®
Victoria Vicente Conesa at the
request of Garin. The digital
inventories covering the final
two decades of the twentieth
century are obsolete and only
those compiled from 2000
onwards can now be accessed.

preservation and availability to a wider public.’ The project behind the Moncada
Silk Museum must be viewed in the long term, with a series of specific activity
milestones.

Priority in the initial stages has been given to cataloguing the collection.
Arrangements for public exhibition will be made at a later stage, once the
museum has received the official designation of ‘museographic collection’, as
governed by Article 69 of Law 5/2007, which regulates the recognition of cultural
heritage states in Valencia.

The original materials conserved from the Garin factory make up a rich and
varied collection of exhibits dating from the nineteenth and twentieth centuries,
including 805 original designs, 1056 cutting plans, 200 punch cards, more than
4000 historical fabric samples, twenty items of ecclesiastical attire, a historical
archive with a range of visual materials, a library collection (publications from
the nineteenth century, historical reviews, technical manuals and exhibition
or sample catalogues), specific documentation (production records, copies
of notarial records, invoices, ledgers, salary sheets, cost projections, supplier
orders, colour charts) and industrial equipment. The museum still houses eleven
original looms, warpers and card punchers that not only shape the discourse
of the historical exhibition but also anchor the unique relationship between
museum and working factory.

The singularity of this new heritage installation has enabled its curators to
pursue projects on a scale that would be unfeasible for a conventional textile
museum. Since the underlying concept is that of a “living museum”, where
visitors will be able to see fabrics being weaved using traditional methods, the
guiding philosophy will be public participation in the organisation of cultural
activities and knowledge dissemination, for experts and the general public.

A comprehensive inventory has been produced and digitised to create a
database combining detailed images and textual descriptions.* Each individual
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file describes the features of the exhibit and its links to other pieces in the
collection, enabling researchers to browse through relevant selections quickly
and accurately. Current projects at the Moncada Silk Museum include the
creation of a searchable online archive of the same material. By creating a
collection that can be consulted digitally, the team has minimised the need to
handle fragile textile and paper items, greatly reducing the risk of deterioration
and damage.

The collection as it stands today was not intended as a museum piece; rather,
it grew naturally from the creation of new products, with a strictly commercial
aim. It is only with the passing of time that the documents and fabric
samples have acquired historical value. Scientific study is in itself a means of
safeguarding the future of this unique industrial heritage; private collections are
notoriously restricted, to prevent designs being copied, but the transformation
of the Garin factory into the Moncada Silk Museum has created an accessible
set of archives, providing detailed information that assists researchers in their
task and bolsters the collection’s historical and market value.
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5 From the study of the libro
de encargos (order book) for
1889, held in the Moncada
Silk Museum archive, we see
that 90% of orders were for
ecclesiastical use.

Creative process

The collection contains a rich variety of items from each stage in the design and
manufacturing of a traditional fabric, from the original sketch through to the
final finishing techniques. The designs themselves are dominated by plant and
mythological motifs, which illustrate the evolution of tastes and market trends
over the years. The popularisation of history over the course of the nineteenth
century was reflected in the extensive use of revival motifs in the applied arts.
Fabrics from this era, which were used mainly to make ecclesiastical garments,
bear religious iconography, plant themes related to the Eucharist — such as
wheat, grapes and roses — and floral motifs in the French style. The twentieth
century brought the stylised forms of Art Nouveau and avant-garde abstraction
to textile design, and the number of orders from the Church fell as demand
from the conventional clothing and upholstery markets grew.’

The original paper designs represent the first step in the creative process,
as seen in the sketches conserved at the museum, which date from the second
half of the nineteenth century onwards. Once a design had been selected, the
sketch had to be made suitable for weaving, which was done by translating it
into a cutting plan, or raqueta. The cutting plan was set out on squared paper
in such a way that it could be correctly interpreted by the loom, although
every effort was made to respect the skill and the lines of the designer. Each
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6 Some, such as Rica or
Nuncio, display the date of the
original design, which may be
the date on which the drawing
was commissioned or a later
addition. We have followed
the evidence of ink or pencil
notes, and in the case of the
squared paper used for the
cutting plans, the name of the
engraver or printer.

7 Production records, order
books and manuals from

the Moncada Silk Museum
archives.

column of squares corresponded to a warp thread, and each row represented

a passage of the weft. The colours of the cutting plan indicated different stitch
patterns, and the back of the paper often contained notes about the fabric type
or equivalences to be consulted by the weaver. Both the original sketches and
cutting plans often bore the date and the name and properties of the fabric,
making them valuable resources for establishing the approximate dates of older
designs. Additionally, the reverse of the cutting plan generally bore the name of
the printing firm.

The next step was to create the punch cards. To produce the desired pattern
or design, a Jacquard loom follows instructions provided in the form of cards
punched with a series of precisely positioned holes, which are interpreted by the
skilled hand of the master weaver to create richly patterned fabrics such as silk
brocades and damask.

Garin designs

Work to catalogue the collection, together with painstaking study of the
documentation in the Garin archive, has helped to establish the origins of
famous Garin designs like Carpio, Francia, Nuncio and Rica. Researchers first
examined the sketches and cutting plans.® This information was then cross-
referenced against written sources in the document archive, which also served
to identify the type of clients, the trends at the time — colourful fabrics and
extensive use of decorative motifs — and changes in price.”
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8 Charles Monneret and
Jules Duserre are described
as “marchands de gravures”
in: MOUGIN-RUSAND, P,
Annuaire administratif et
commercial de Lyon et du
département du Rhone, Lyon,
1839.

9 Manual (1846-1851), p. 24,
part IT and p. 32, part ITL.

10 Oral testimony:
information provided by
Rafael Martinez Soucase, a
second-generation manager
and weaver at Garin, since
1944.

11 In some cases new cutting
plans were ordered to
introduce changes to previous
designs.

12 VERNEDA RIBERA,
Meritxell, LArt grafic a
Barcelona. El llibre il.lustrat
1800-1843, Doctoral thesis,
Universitat Autonoma de
Barcelona, Barcelona, 2012, p.
71. In this thesis the workshop
of José Coromina is described
as being located in Call del
Governador in 1800. An
earlier study indicated that
the two addresses are in fact
the same: COMAS I GUELL,

Carpio and Francia are two of the oldest Garin designs. Although the cutting
plans, printed by “Monneret et Dusserre a Lyon” in 1839,% are undated, we can
trace the designs to the mid-nineteenth century. The documentation contains
written notes about the designs: in 1850, the “Espolin Leon de Francia” is
referred to in the “Report on what I present at the exhibition of the year” and
from 1852 we find “Carpio design cost 20 reales”.’ As we can see from the
cutting plans, the Carpio and Francia designs were also called Carpiet and
Francieta. Although the base drawing is the same, two versions were weaved,
varying in the number of colours used for the flowers; the former were richer in
colour and retailed at a higher price, and the latter denominations Carpiet and
Francieta eventually disappeared from use."

The Rica design can also be traced to around the mid-nineteenth century,
perhaps even earlier. There are three surviving cutting plans, only one of which
is dated, showing the year 1910," but the appearance suggests that it is the most
recent of the three. Additionally, of the other two designs, the Rica Seber, is
drawn on squared paper printed by José Coromina, Plazuela dels Peixos casa
n° 10, who taught the engraving course at the Escola de la Llotja in Barcelona
(1814-1820)"? and died in 1834, while still the school’s assistant director.
Documentation produced prior to 1850 contains notes referring to “Espolin la
Rica”.

Montserrat, La impremta
catalana i els seus protagonistes
a linici de la societat liberal
(1800-1833). Universitat
Autonoma de Barcelona,
Barcelona, 2009, pp. 377.
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Rica, brocade, CDMT,
Terrassa, 386. See detail.

Two cutting plans are conserved of the Nuncio design, and although only
one is dated (bearing the year 1904) the other is known to be earlier. The design
was commissioned by the Papal nuncio to Madrid, Monsefior Antonio Rinaldi,
Archbishop of Heraclea, for the Te Deum at the swearing of the constitution
of King Alfonso XIII in May 1902. The design is assumed to have been
created specifically for this occasion, as it is not recorded in either technical
documentation or order lists from the nineteenth century.
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13 CDMT, Terrassa.

Madrid: Museo del Traje,
Museo Sorolla, Museo

del Romanticismo,

Museo Nacional de Artes
Decorativas, Museo del
Prado. Valencia: Casa Museo
Benlliure, Real Colegio del
Corpus Christi de Valencia,
Museo de Bellas Artes de
Valencia, Museo Nacional de
Cerdmica y Artes Suntuarias
Gonzalez Marti, Museo Sacro
de El Tesoro de la Concepcion
de la Orotava.
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Conclusions

The transformation of the Garin silk factory into the Moncada Silk Museum
has converted its archives into an invaluable source of reference material for
researchers. The collection, which comprises documents, an image archive and a
textile library, is a fundamental resource for studying the earliest Garin fabrics,
many of which are conserved at different institutions."”” The new museum will
harness the value of the company’s artistic and cultural heritage, prioritising
its long-term conservation to aid ongoing research into textile production and
support efforts to prevent the fragmentation of collections like it.

As well as a cultural heritage site, the museum is also a working industrial
facility, creating a dual function that gives back to society. Through a
collaboration with the companies Garin and Gironés-Vila, the museum
has reproduced and reissued the design San Ildefonso using the original
nineteenth-century machinery and techniques. The process was guided by the
documentation held in the museum’s historical archive, which provided the
information needed to create the cutting plan and punch cards and to weave
the final design according to the traditional method, taking inspiration from

fragments of historical woven fabrics. ®
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1 Narcis Giralt was the
School’s director until 1925.

2 On the history of the
schools, see: POMES
MARTORELL, Francesc.
Cent anys d’escola: Escola
Industrial d’Arts i Oficis de
Sabadell 1902-2002. School
of Arts and Crafts, Sabadell,
2003.

3 In Barcelona, for example,
we know that in 1881 this
subject was offered at the
Institut del Foment del Treball
Nacional, at Carrer del Pi,

5, with teachers including
Francesc Duran i Brujas,

who also taught classes at the
Ateneu in Sabadell.

4 Narcis Giralt taught classes
in textile theory and practice
at the Ateneu. In 1890 the new
subject Textile Technology
was introduced, followed in
1898 by Applied Drawing for
textile design.
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Artistic fabrics,

unique portraits (ll)
The School of Industrial Arts

and Crafts, Sabadell

by SfLvia CARBONELL BASTE

Textil Museum and Documentation Centre (CDMT)

PH.D. student Art History, Universitat Autonoma de Barcelona
Photographs: Historical Archive of Sabadell (AHS) and Quico Ortega,
Textile Museum and Documentation Centre (CDMT)

The School of Arts and Crafts in Sabadell was responsible for the creation of
more commemorative portraits in woven fabrics than any other producer in
Catalonia, thanks to its successful adaptation of the Jacquard loom system.
The School was founded in 1902, directed by Narcis Giralt i Sallares (1846-
1925)! with the assistance of the painter Joan Vila Cinca (1856-1938). From
the moment teaching began, specific provision was made for artistic concerns
as part of its range of textile courses. As a joint venture between the Sabadell
City Council, the city’s Academy of Fine Arts, the Union of Manufacturers
of Sabadell and the Caixa d’Estalvis de Sabadell savings bank, the new school
took up the legacy of several similar institutions that had been founded in the
latter half of the nineteenth century, as industrial expansion raised demand for
skilled workers, particularly in the textile sector.?

Courses in textile theory and techniques were not new to Sabadell or
indeed to Catalonia.’ Prior to the opening of the specialist schools in the late-
nineteenth century, training was provided by the Institut Industrial (Institute
of Industry, 1863-1872) and later by the Escola Industrial i Mercantil (School
of Industry and Commerce, 1873-1874), the Col-legi Sant Josep (1876-1902)
and the Ateneu de Sabadell (1880-1902).* The specialist textile schools suffered
numerous setbacks due to the volatile political climate of the time, until in
1902 the new School of Arts and Crafts was opened, originally in a building on
Carrer Sant Antoni leased by the Caixa d’Estalvis de Sabadell, where the first
classes were taught. The first director, Narcis Giralt, was the School’s keenest
proponent of textile portraits, and also taught classes in textile theory and
techniques. In the first academic year, 1902-1903, the School had 163 students,
and the original premises soon fell short of the required capacity. This problem
was overcome by commissioning new premises, designed by Jeroni Martorell i
Terrats (1876-1951), who planned and oversaw the construction of a modernista
building to house the School, which was carried out between the years 1908 and
1910. Classes would be taught there until the end of the 1960s, and the building
is now the headquarters of the Espai Cultura Fundaci6 Sabadell 1859, at Carrer
d’en Font, 2.
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Facade of the School of Arts
and Crafts. Sabadell, ca 1928.
Photograph: Francesc Casanas
Riera /AHS. FCR03100.
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Building on its positive beginnings, the School added drawing to its specialist
textile curriculum, which combined elements of textile theory and the art
of weaving. Influenced by the Academy of Fine Arts, but also by the broader
cultural movement of Modernisme, the School recognised the importance of
incorporating elements of artistic theory into the textile design process. Joan
Vila Cinca and Joan Vilatoba Figols (1878-1954) spearheaded this new artistic
approach, which dovetailed perfectly with the management philosophy of
Narcis Giralt, who had acquired years of experience in the field of textile theory
and techniques. As a result, the School’s first official regulations, which listed
the professions for which tuition was provided, made specific reference to textile
design, alongside the more traditional technical disciplines.

It was through the combined influence of artists and textile theorists that
the School came to take an interest in the Jacquard system, which it used
to weave the first silk portraits of important figures of the era; these new
pieces exemplified the harmony between art and craft, between artist and
technician. The fabrics, specifically referred to as “artistic”, were created by
students under the guidance of Narcis Giralt; some were produced as course-
end projects, others as commemorative gifts to mark special occasions and
anniversaries. Upon Giralt’s death, his academic duties were taken over by his
former student Lluis Mas i Gomis (1890-1971), a professor of textile theory and
draughtsmanship. Mas, in turn, was replaced by Jordi Marmifa i Valls (1931),
who was also a former student of the School and had helped to create the punch
cards and weave some of the designs.
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Our Lady of the Pillar. Silk. 1908.
24 x 11.5 cm. MHS 1727, 10555.
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5 The first pieces were
produced in the period also
known for the photographic
portraits of Joan Vilatoba.

6 Jordi Marmina i Valls
(Sabadell, 1931), an expert in
textile theory trained at the
School of Arts and Crafts of
Sabadell and a former student
of Lluis Mas.

7 Josep Cusidé i Muiioz
(Sabadell, 1934), an expert in
textile theory trained at the
A. Forrellad Textile School,
Cal Tatché and the School of
Arts and Crafts of Sabadell.
He graduated in Design from
the Barcelona Textile Design
School, founded and directed
by Josep Llorens and Ramon
Folch, and was a student of
Lluis Mas.

8 Built in Sabadell. Gusi,
Balsach i Cia began to
construct textile machinery
and looms in 1897.

9 The capacity was greater
thanks to the use of the
Jacquard system, which was
capable of producing higher
weave densities. Some of the
portraits, for example, had

up to 110-120 threads per
centimetre. Between 3,000
and 6,000 punch cards were
generally used.

10 The vast majority of cutting
plans from the early twentieth
century that survive today
were made on millimetre
paper produced by J. Tarascd,
Barcelona.

11 In Sabadell the cutting plan
is usually referred to simply as
the “card” or “drawing”.

12 CUSIDO, Josep. “Un art
poc conegut”. Quadern de

les idees, les arts i les lletres.
February 2002, no. 134.

15
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The Jacquard-weave works of art began life as demonstrations of the School’s
theoretical tuition and general artistic programme, but they also came to
follow the fashions that emanated from Lyon in the latter part of the nineteenth
century, and would eventually become one of the School’s defining traditions.
Produced mainly in silk, they reached levels of technical perfection thanks
to the introduction of the Jacquard system. Textile portraits require a high
degree of technical skill, particularly in creating colour gradients and giving
expressiveness to the eyes, where the greatest possible realism is sought. The
detail is such that these weaves bear a closer resemblance to engravings and
photographs’ than to industrial textiles. From the earliest pieces, the artistic
Jacquard fabrics created in Sabadell featured portraits of politicians and
commemorative images of important figures in the textile sector, as well as a
smaller number of religious images. The portraits were signed and produced in
limited numbers, giving them a value comparable to works of art, and indeed
most were framed and hung as paintings in offices and private homes.

Examples of this work are preserved by the Sabadell History Museum, the
Union of Manufacturers of Sabadell, the Agrupacions Professionals Narcis
Giralt, the CDMT and the Badalona Museum, representing the combined
efforts of a wide network of specialist collectors, including industry heads,
professors and students, and textile lovers in general.

The production of artistic fabrics in Sabadell can be broadly divided into two
periods: 1908 to 1917, under the direction of Narcis Giralt; and 1929 to 1974,
under the direction of Lluis Mas, Jordi Marmina Valls® and finally Josep Cusid6
Munoz.” After this period, commemorative Jacquards were still made, although
in smaller numbers and by private commission, until 1986.

Some twenty silk fabrics were designed and weaved at the School of Arts
and Crafts between 1908 and 1974 using a Vincenzi Jacquard loom donated by
Balsach?® for final-year student projects. The loom had a total capacity of 2,304
needles’ — two machines with 1,152 needles each — and, though it eventually
fell into disuse, was transferred to the Sabadell History Museum where it stands
in testimony to the production of a unique type of technically complex weave.

To create a Jacquard portrait, a photograph of the original image was first
needed. This was enlarged to the size of the squared paper on which the cutting
plan was to be laid out, after which a sketch was applied directly to the paper
and detailed shading applied. The next step was to mark the picks manually
on the grid, representing the warp (vertical) and weft (horizontal) threads."
According to Cusidd, for a piece measuring approximately 31 x 40 cm, a cutting
plan" of 150 x 180 cm was required. This would equate to around two million
squares, which represent approximately one thousands hours of skilled work."

ARTISTIC FABRICS, UNIQUE PORTRAITS (Il). THE SCHOOL OF INDUSTRIAL ARTS AND CRAFTS, SABADELL


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/



http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

13 In Catalunya, Mas Lluch
S.A. has been one of the
leading exponents of card
punching since 1870, and is
still active today. In Sabadell,
punch cards were also
produced by Rodamilans.

14 Joan Vila Cinca was artistic
director of the Gremi, and
took charge of the decoration
of the exhibition space.

15 Giralt i B?

16 Sabadell History Museum
no. 1727, and 10555, Badalona
Museum (the book Teixits
Artistichs, Pau Rodon Amigd
Collection), and others in
private collections.

17

Once complete, the plan was passed to the card puncher,” who interpreted
the content of each square and transposed it to the cards that would guide the
raising of the needles in the loom assembly and, in turn, the warp threads.
When the full set of cards was ready, it was mounted above the loom and the
weaving process could begin. Each card marks one pass of the weft, and for
many of the silk Jacquards weaved in Sabadell more than six thousand cards
were needed.

The first famous fabric to be weaved on the Balsach loom was the depiction
of Our Lady of the Pillar, for the 1908 Hispano-French Exhibition in Zaragoza,
at which the textile producers of Sabadell were represented."* The weave was
directed by Narcis Giralt and was intended to showcase the School’s technical
and artistic prowess to a European audience. The fabric is marked only with the
name of the Industrial School of Sabadell, but the lower part, below the figure,
bears the initials G and B,"” which could correspond to the name of the artist
and weaver. The original cutting plan, which was kept at the School, was burned
during the Civil War, but fortunately several finished weaves survive.'s

Using the same loom assembly, in the following years Narcis Giralt oversaw
the technical and artistic direction of portraits of Antonio Maura (1909),

Dr Ludwik Lejzer Zamenhof (1909), Pope Pius X (1910), José Canalejas (1911),
Alfonso XIII of Spain (1915), the Count of Romanones (1916-1917) and Tiepolo’s
Immaculate Conception (1917). These portraits were weaved in silk, with one
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17 Industria lernejo means
“school of industry” in
Esperanto.

or two warps — one white, or one white and one black — and two wefts — one
white and one black — using the sfumato technique, which achieved perfect
transitions between white and black across a range of grey tones.

While it is not clear which of the students were involved in the creation of
these early pieces or how many hours were needed to produce the cutting plan
and to weave the fabric, we know that the loom was used not only to practise
applied drawing and textile weaving but also to create gifts for the subjects of
the portraits, to mark a series of special occasions. One such example is the
portrait of Dr Zamenhof, which was created for the Esperanto Congress in
Barcelona in 1909, commissioned by a private enthusiast. The inscription reads:
INDUSTRIA LERNEJO, ESCUELA INDUSTRIAL, SABADELL (ESPANA). 1t
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A. Our Lady of Montserrat.
Estamene.1929.
18 x 11 cm. MHS. 17969.
Photograph: David Gonzalez
Ruiz/AHS.

B. The Young Girl (Ludwig von
Zumbusch). Silk? 1.5 x 7 cm.
MHS 17403. Photograph: David
Gonzalez Ruiz/AHS.

C. Gypsy woman. (Joan Vilatoba).
Silk? 13 x 7 cm. Josep Cusidd
Collection. Photograph: Quico
Ortega/CDMT.

18 Using the sfumato
technique, with a single white
silk warp, density 110-120
threads, two wefts, also silk,
one white and one black, and
a density of 66 threads per
centimetre.

19 POMES MARTORELL,
Francesc (2003).

20 Canalejas, Alfonso XIII,
Count of Romanones,
Tiepolo’s Immaculate
Conception.

21 Pau Rodon i Amigd
founded the Badalona
Textile School in 1906, which
was later taken over by his
son, Camil Rodon i Font.
The School’s publication,
Catalufia Textil, featured
various articles on Jacquard’s
life and work and on artistic
Jacquard fabrics, which often
contain photographs that
provide valuable information
about the type of textiles
produced. Although more
than one loom was available
to students for practising the
Jacquard technique, there is
no evidence to suggest that
portraits or commemorative
fabrics were produced in the
same volume in Badalona

as in Sabadell. The students
reproduced other Jacquards
— from the private textile
collection of Pau Rodon —
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is unclear, however, whether it was ever presented to its subject. One piece that
did reach its intended recipient was the portrait of Pope Pius X," which Josep
Gorina i Pujol presented during a trip to Rome."”

All of portraits displayed the signature of the subject and identified the
producer: the School of Arts and Crafts of Sabadell. It was not until the
portrait of Canalejas, however, in 1911, that Narcis Giralt chose to include his
own name. Thereafter, each of the artistic Jacquards produced between 1911
and 1917 under the direction of Giralt bore his signature,*® and the portrait
of Canalejas and Alfonso XIII also made reference to his role as the School’s
director.

Of the various pieces, the most widely acclaimed at the time was the portrait
of Alfonso XIII of Spain. Camil Rodon*' lavished it with praise:

Thanks to Sr Giralt (...) it stands above, in many ways — both for the
excellence of the composition and for the adequate proportions of the
design and the perfect resemblance to the monarch — other textiles
produced in our country. (...) To the purity of the drawing, to a rich
imagination, our artists must add the detailed study of the technical and
— to put it one way — material aspects of their art. (...) We believe in all
sincerity that both Sr Giralt and the School of Industry of Sabadell can
allow themselves to feel very satisfied (...) for having produced, with the
woven portrait of Alfonso XIII, one of the highest manifestations of applied
drawing for textile design in the industrial arts.”

22 RODON I FONT, Camil.

“El retrato aplicado al tejido”.
Catalufia Textil, vol. IX, no. 103,
April 1915. Badalona, pp. 52-54.

for their assessed practical
work. In 1915 an exhibition
was organised to display the
students’ work, which included
portraits of Beethoven, Schiller,
and other historical figures.
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Sabadell Swimming Club.
Cotton. 1966. 25 x 16 cm.
MHS 17972. Photograph:
David Gonzalez Ruiz/AHS.

23 Antonio Canovas del
Castillo y Vallejo (Madrid,
1862- 1933), known as Kaulak.
He took several photographs
of the king, one of which was
used as the model for the silk
portrait. In 1904, Alfonso XIII
of Spain saw Joan Vilatoba’s
work at an exhibition of the
Union of Manufacturers in
Sabadell and commissioned
an official portrait, granting
Viltoba the status of purveyor
to the Royal household. The
image of the resulting portrait
is a photograph taken by
Kaulak.

24 Of the students, we know
that Lluis Mas i Gomis was
involved in producing the
portrait. We have been unable
to identify the others.

25 In this case, there were two
silk warps (one white and one
black), with a density of 104-
106 threads per centimetre,
and two wefts (one white and
one black), with a density of
50-52 threads per centimetre.
Approximately 14,000 punch
cards were required.
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St. Antoni Maria Claret. Cotton.
1951. 12.5 x 6 cm. Josep Cusido
Collection. Photograph: Jaume
Cusidé.

Crucifixus est. Cotton. 1955.
13 x 7 cm. Josep Cusidd
Collection. Photograph:
Quico Ortega/CDMT.

The cutting plan for the portrait was based on a photograph by Kaulak,” in
which the monarch appeared in the uniform of the Hussars of Pavia. Weaved
by the students®* under the direction of Narcis Giralt, this was the first Jacquard
produced in Sabadell in which we see evidence of the double-cloth weave (two
layers of cloth that are weaved together, using two needles and two cutting
plans),” which would later be used by Lluis Mas for his own Jacquard projects.
From the date on the finished piece we can assume that work began in 1912,
but it was not until 14 January 1915 that the portrait was presented to Rafael
Andrade, Civil Governor of Barcelona, and to Enric Prat de la Riba, president
of the Catalan Mancomunitat. In addition to the finished fabric conserved at
the Sabadell History Museum, surviving copies can also be seen at the CDMT,
the Badalona Museum (where it is part of the Pau Rodon textile collection) and
the Royal Palace in Madrid, where the original photograph by Kaulak is also
displayed.

The next signed and dated Jacquard portrait would not appear until three
years after the death of Narcis Giralt. Most of these decorative fabrics were
created not as gifts or tributes but as school projects, manufactured using a
manual Jacquard loom with 200 needles, which was more straightforward to
operate than the larger loom donated by Balsach. Directed by Lluis Mas, they
include the image of Our Lady of Montserrat, weaved by Amadeu Cusidé in
1929, in this case in worsted. It could date from the same period as the portrait
of a girl playing, which reproduces The Young Girl of Ludwig von Zumbusch;
the author and exact date have not been ascertained, but the portrait is weaved
in silk (?) and shows similar technical characteristics to the earlier piece. The
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26 Sabadell Art Museum, rec.
no. 1526.

27 Antoni Maria Claret i
Clara (1807-1870), born into a
family of weavers. He worked
in a textile factory and studied
textile design at the Escola
Llotja in Barcelona.

28 Measuring 5.5 x 5.5 cm.
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portrait of a gypsy woman, which bears only the inscription “School of Industry
of Sabadell”, was also weaved in silk (?) and bears technical similarities to both
of the previous examples. The portrait was based on a photograph by Joan
Vilatoba, which can be seen in the Sabadell Art Museum.* The same technique
and style were used to produce the image of Christ titled Crucifixus, weaved in
cotton and dated 1955, which bears the initials E.I. / ].V,, standing for the School
of Industry and Josep Vilardell. The portrait of Antoni Maria Claret,” a patron
of the School of Industry, was weaved by students in 1951 under the direction
of Mas, as indicated in the inscription; the cotton portrait was produced to
commemorate the canonisation of Antoni Maria Claret. Finally, the pennant
of the Sabadell Swimming Club, weaved in cotton and overseen by Mas, was
produced in 1966 to mark the club’s 50th anniversary.

In 1927, as part of the 25th anniversary celebrations, the same manual
loom was used to create a series of small silk seals®® representing the School’s
supporting institutions — the Union of Manufacturers of Sabadell, the Caixa
d’Estalvis de Sabadell, the Sabadell Mayor’s Office and the School of Arts and
Crafts — that are conserved at the Sabadell History Museum.

By this time, Lluis Mas i Gomis (1890-1971) had taken over the teaching of
textile theory and technique, following in the footsteps of his mentor. Portraits
of politicians and monarchs were no longer the fashion and the School generally
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Our Lady of Good Health.
Cotton.1929. 59.5 x 32.5 cm.
MHS 1742. Photograph: David
Gonzalez Ruiz/AHS.

ESCUELA INDUSTRIAL
¥ DE ARTES ¥ OFICIDS
DE SABADELL:1929

! N‘%‘S—‘*—%m LA SALUD

PATRONA.DE SABADELI

5 ) / n

22 ARTISTIC FABRICS, UNIQUE PORTRAITS (Il). THE SCHOOL OF INDUSTRIAL ARTS AND CRAFTS, SABADELL


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datateéxtil 34

291n 1929 the School of
Arts and Crafts took part in
the Universal Exhibition in
Barcelona, where it exhibited
some of the artistic textiles
produced by the theory
students of Lluis Mas. Our
Lady of Good Health was
designed specifically for the
event.

30 “Conversations with the
Mayor”, in the Diario de

Sabadell, 28 March 1953, p. 2.

31 Silk fabric, with 2,304
needles and 6,072 punch
cards.
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produced artistic pieces by private commission or as commemorative items, in
significantly fewer numbers. Of the Jacquard portraits weaved on the Vincenzi
loom during the Giralt era, the following survive: Our Lady of Good Health
(1929),*° weaved in cotton and commissioned by Josep Gorina; Alcala Zamora,
in silk (1933), commissioned by an association of local businessmen; and Ferran
Casablancas, in cotton (1953).

After Giralt’s time the Balsach loom remained in operation, but it was used
less frequently. Changing fashions and, most fundamentally, the sheer cost of
the endeavour, had seen the local tradition of Jacquard portrait weaving begin
to fade, particularly in the years after the Civil War. Rafael Barbany i Duran
(1914-1966), a former student of the School of Arts and Crafts and a collector
of artistic Jacquards, wrote an open letter to the mayor calling for renewed
appreciation of the tradition, which was published in the Diario de Sabadell*°:

At the School of Arts and Crafts, the birthplace of most of the techniques
used in our textile industry and of those currently in development (...),
there was a tradition by which each graduating class would produce the
“cutting plan” to create a portrait with the School’s “Vincenzi” loom of

the most prominent figures of the time. This continually refreshed local
artistic production and demonstrated that the prospective technicians were
not only concerned with the industrial side of their profession but also
contributed — in their modest but praiseworthy way — to the artistic life

of the city.

Barbany called for the weaving of silk Jacquards to be resumed and proposed
that the first design should be a portrait of Ferran Casablancas Planell, in
recognition of his international standing. He offered his services for the project:

As a former student of the School of Industry I am prepared to offer
my humble cooperation to revive this beautiful tradition of local textile
technique.

The suggestion was met positively. The mayor, Josep Maria Marcet i Coll,
put the proposal to the director of the School of Industry at the time, Josep
Sanmiquel i Planell, who accepted and set the process in motion.

So it was that, thanks to Rafael Barbany i Duran, in 1953 the first portrait
of Ferran Casablancas was designed and weaved,* a project that was kept
a secret from its subject. The finished portrait was presented to him on an
emotional occasion the following year. The project was directed by Lluis Mas
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32 Viceng Giner, Antoni
Urroz, Joan Boix, Antoni
Estrada, Jordi Marmina,
Francesc Coll, Joan Sellés i
Tortajada?

33 An example is conserved in
the Josep Cusidé Collection.
Cusido6 remarked that Sixte
Graneri was referred to as
“the poet of cloth”.
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— who oversaw both the artistic and the technical work — and executed by

his students,* each of whom took charge of a particular area of the design.
Specifically, we know that Josep Cusid6 produced the ear, the neck, the seal,

the signature, the background and the frame. According to a letter to Ferran
Casablancas written by Cusidd, the group worked with boundless enthusiasm,
driven by their evident admiration for Casablancas. In order to prepare the
cutting plan, adopting the same approach as for the earlier Jacquards, the group
projected a photograph of Casablancas onto paper, determining the dimensions
on the basis of the size and needle capacity of the loom; the picks were overlaid
in tempera. The portrait was weaved in cotton, using the double-cloth technique
introduced by Giralt.

In the following years the same loom was used to create the portraits of
Sixte Graneri (Graneri, Barbany, Cusidé, 1958), Lluis Mas (Josep Cusid6 and
former students, 1961), Pope John XXIII (Rafael Barbany, 1962) and Francisco
Franco (Jordi Marmifa, 1963) and to re-weave the original portrait of Ferran
Casablancas (1974).

The portrait of Casablancas, then, was followed by the portrait of Sixte
Graneri,” at the request of his son Ricard, who had been impressed by the
quality of Barbany’s work on the earlier piece and asked him to direct the
project. In addition to Ricard Graneri Fabregat and Rafael Barbany, the
technical team included Josep Cusid6 (assistant designer), Joan Majé Borguné
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Lluis Mas. Silk. 1961. 36 x 33 cm.
MHS 1637. Photograph: David
Gonzalez Ruiz/AHS. See more.

34 According to Josep Cusido
(from an interview in 2015).
35 The Agrupacions
Professionals Narcis Giralt
were formed in 1954 as an
association of former students
of the School of Arts and
Crafts.

36 They had to work in secret,
hidden from Mas, in their
free time and on national
holidays, at the Agrupacions
Professionals Narcis Giralt,

in the offices of the company
Suc. de J. Tatché i Palau and at
the home of Josep Cusido.
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(floor manager), Jaume Vilardell Mir¢ (assistant) and Josep Lladé Ventura
(apprentice). A projector was borrowed from Foto Club Barcelona to expand the
image to the required dimensions. The project was begun at Barbany’s home,
where the initial watercolour sketch was produced; this was overlaid with the
stitching pattern at the Graneri premises. Work on the cutting plan began in
early 1957, with a scheduled completion date of 28 March, Saint Sixtus’ Day.
This deadline, however, had to be pushed back when Josep Cusid6 was called up
for military service. Significant progress had in fact been made by early March
but work then slowed considerably and the final cutting plan was not completed
until 24 January 1958. Weaving then began immediately, carried out on the
School’s own loom using 2,304 needles. The team was proud of its portrait,
particularly the shading of the left ear, which set the standard for the rest of

the design. The most complicated sections were the tie, the chin and the neck,
followed by the right eye, forehead and hair.**

When Lluis Mas retired, a group of his former students, together with the
Agrupacions Professionals Narcis Giralt,” decided to weave a portrait of their
mentor on the very loom to which Mas had devoted so many hours. The final
cutting plan took a year to complete,’® between 1958 and 1959, and required
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His Holiness Pope John XXIII.
Silk.1962. 35.5 x 31.5 cm. MHS
1724. Photograph: David Gonzalez
Ruiz/AHS.

37 The hours of work behind
each of the pieces are
discussed by Josep Cusidd

in “Entrevista personal” and
in CUSIDO. J. “Un art poc
conegut. Evocaci6 personal
en el centenari de I’Escola
Industrial d’Arts i Oficis de
Sabadell”. A Sabadellencs.
Quadern de les idees, les arts i
les lletres. Sabadell, February
2002. No. 134, pp. 36-38.

38 The other contributors
were Joan Montserrat, Antoni
Urroz, Joan Boix, Manuel
Parera, Jaume Vilardell,
Orsini Sotorra, Antoni
Estrada, Rafael Alsina, Rafael
Barbany and Ricard Graneri.
Weavers: Jordi Marmina,
Francesc Coll and Joan Sellés.
39]Josep Cusido conserves
photographs of the whole
process: from the photograph
of Mas (the original was
donated to the Historical
Archive of Sabadell), the
sketches and drafts of the
cutting plan to photographs
of the completed plan

from October 1959, with J.
Cusido, Antoni Puig and
Viceng Giner. Antoni Puig

i Campana, then a student
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some one thousand hours of work.” The original team was formed by twelve
contributors,* although only two finished the design, working at weekends

at Cusid6’s home.* The original cutting plan measured 150 x 180 cm and was
signed “J. Cusidé and alumni”.* Since a new assembly was required*, the
weaving stage was delayed. Work eventually began in 1961, with one minor
change: Cusidd’s name was removed from the design. In terms of technique,
the design was produced using sfumato effects on a double-cloth silk weave. The
weaving was overseen by Marmina i Coll, using 1,280 needles for the portrait
itself and 1,024 for the border, and a total of 6,304 punch cards. The portrait was
presented to Mas in acknowledgement of his long and distinguished teaching
career, during a special event held on 20 January 1961 at the offices of the Union
of Manufacturers.

In 1956 there was growing interest in creating a portrait of Pope John XXIII,
an idea originally suggested by Ricard Graneri. Once the idea had been
approved, Graneri sought the help of Barbany, who also requested the
collaboration of Cusido, as artistic designer, and of Jaume Vilardell. The final
portrait was weaved on the loom at the School of Industry in 1962. Many of the
copies were sold to others in the industry, to designers and to textile enthusiasts,
often long-term collectors of artistic portraits of this type.

of textile theory and design
assistant. Viceng Giner i
Huguet, expert in textile theory
trained at the School of Arts
and Crafts of Sabadell, and a
former Student of Lluis Mas.

40 Cut by Mas Lluch, S.A., in
Barcelona. The resulting image
measures 20 x 27cm.

41 The loom assemblies in
Sabadell were overseen by
Serravinials.
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42 Personal interview, 2015.
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As we have seen, Jordi Marmifia took over the teaching of textile theory
and technique following the retirement of his mentor Lluis Mas. Marmifa
had already been involved in the creation of several artistic portraits, so
planning new pieces was a challenge well within his capabilities, although as
he explained,* if the portrait was produced too quickly, the results were not
always satisfactory. After the floods of 1962, the director of the School of Arts
and Crafts, Josep Caldas i Nogué, commissioned a silk portrait of Franco. The
original photograph for the design, however, was not a high quality print, hence
the resulting cutting plan was unlikely to be a success. The only element that
Marmina viewed with pride was the Laureate Cross of San Fernando, which he
had commissioned to the master designer Manuel Rallo, following a visit to a
military uniform and appliques specialist in Barcelona, where the sketch could
be taken from an original piece. A group of six or seven second-year students
devoted two hours a week to the cutting plan, but before they had set out all
of the picks the president of the Union, Josep Casas, asked them to speed up
the process as Franco would shortly be arriving on an official visit. The cutting
design was not properly configured at this point and, according to Marmina,
more than three-hundred hours of work were still required. The team did
everything it could, and once at Mas Lluch the cards were punched in two days.
Yet despite the assistance of Lluis Mas himself, the portrait did not reach the
same levels of perfection as the previous one, and in fact never made it into
the hands of its subject, either because Franco had left earlier than planned or
because the president of the Union could not bring himself to present it.

Just as Ricard Graneri produced the portrait of his father, a portrait of Paco
Montfort, dating from 1963, was also produced by his son, Josep Maria, with
the assistance of Jordi Marmina.

On 20 January 1963, to mark the feast of St. Sebastian, patron of the textile
industry, a special exhibition was organized to showcase the artistic fabrics
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43 “Agrupaciones Narciso
Giralt. Inauguracion de

una exposicion de tejidos
artisticos”. Article in the Diari
de Sabadell, 22 January 1963.
44 Financed by Centre
Metal-lurgic.

produced at the School of Arts and Crafts of Sabadell. The exhibits were
displayed in the premises used by the Agrupacions Professionals Narcis Giralt,
alongside other artistic fabrics on loan from private owners. The exhibition
was completed by the full collection of Lluis Mas, which included fabrics
from outside Spain. Among the exhibits was the portrait of Franco, which
was displayed between the cutting plan produced by Mas and the portrait of
Casablancas. The critic for the local newspaper described them as “compositions
of high technical-artistic value” of impressive quality, with enormously valuable
detailing and shading.*?

Several years later, in 1974, the Sabadell History Museum organized a similar
exhibition, with the same framed fabrics. Since then, no dedicated exhibition of

the School’s artistic fabrics has been curated.

Also in 1974, a run of five hundred reproductions of Ferran Casablancas
portrait was commissioned** to mark the centenary of his birth. The work was
made possible by Viceng Mas (son of Lluis), who had kept the cutting plan for
the original piece. For the new portrait, the original seal was removed and

ARTISTIC FABRICS, UNIQUE PORTRAITS (Il). THE SCHOOL OF INDUSTRIAL ARTS AND CRAFTS, SABADELL



http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datatextil 34

45 Salvador Soley i Junoy
(1941) studied at the School of
Arts and Crafts of Sabadell,
coinciding with Mas’ final
year and Marmifna’s first.

46 Marking the desired
interlacings of warp and wetft,
on the squared paper to create
the cutting design.

47 Such as Mr and Mrs Ballas
Vilaseca, commissioned by
Enbasa (a contraction of

the name Enric Ballus), a
company founded in Sant

Boi de Lluganés in 1963 that
produced Jacquard mattress
fabrics. Also, the portrait of
Antonio Beteré Salvador, a
mattress manufacturer, whose
company is now the Flex
group. Marmifna was involved
only in the weaving, which
was done on Saturdays with
Macia, the foreman at Enbasa.
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Mr and Mrs Ballus Vilaseca. Silk. 1986. 32.5 x 27 cm.
MHS 17970. Photograph: David Gonzalez Ruiz/AHS.

Antonio Beteré. Silk. 1984. 32.5 x 27 cm. MHS 17971.
Photograph: David Gonzalez Ruiz/AHS.

replaced with the emblem of the Agrupacions Professionals Narcis Giralt. The
School was closed at the time, the building having been sold, but Marmifa was
able to resurrect the old loom. The technical team, which Giralt led himself, was
formed by Pere Bigorra (head of the textile section of Agrupacions Professionals
Narcis Giralt), Celesti Canals (foreman), Feliu Sabés and Salvador Soley.**

The last attempt to plan and weave a commemorative fabric with the
Vincenzi loom at the School of Arts and Crafts was ultimately frustrated by
a lack of funding, and the portraits of King Juan Carlos and Queen Sofia of
Spain were never produced. In 1975, Pefalver, then director of the School, asked
Marmifa to create a portrait of the princes of Spain (as they remained at that
time), and Marmina did in fact complete the cutting plan, but the weaving
stage never came to fruition, essentially due to a lack of funding. Marmifna
explained that for this piece the picks*® were laid out with marker pens, which
proved disastrous as the cleaning staft wiped a damp cloth over the surface
and smeared the ink, damaging the plan irreparably. The Mas Lluch computer,
which was used to read the plan, did not recognise the marks and could not
process the new squared paper supplied by Figuerola. In any case, Marmina
recalls that the initial work was based on a colour photograph that did not allow
them to clearly discern the shading needed to create a good sketch. Starting
again would be too costly, and the project was abandoned.

From this point on the loom would be used only for a handful of private
commissions®” until 1986, when it was finally retired from service. ®
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Isadora Duncan
and fashion: classical revival

and modernity

by NUR1A ARAGONES R1U, postdoctoral fellowship University of Barcelona

In the early years of the twentieth century, against a background of profound
social change, the dancer Isadora Duncan was one of the key figures in the art
world who championed the renewal of artistic forms and the liberation from
convention. In order to build the foundations of modern dance, Duncan looked
to nature and to the Graeco-Roman classical past, with its timeless values and
its expressions of genuine emotion that the dancer sought to reproduce through
spontaneous movement. The return to classical models was a goal shared by
many artists close to Isadora, like Maurice Denis and Antoine Bourdelle from
France and Josep Clara from Catalonia, with whom the dancer maintained

a heartfelt friendship. Graeco-Latin reminiscences were also present in the
decorative arts and fashion with the revival of the Directoire and Empire styles,
and in the performing arts in the form of the influential Ballets Russes and the
plays performed by the great actor Mounet-Sully at the Comédie Frangaise. And
at the turn of the twentieth century the notion of “total art” was also firmly on
the agenda, with its convergence of the performance arts, painting, set design,
illustration, decorative arts and particularly fashion, which played a decisive
role in the transition from Art Nouveau to Art Déco.

In this artistic context, the dancer Isadora Duncan devoted herself body and
soul to the search for the values of truth and beauty in modern dance. Nowhere
was this desire more clearly reflected than in the highly original styles that she
wore both on and off stage. With her forceful personality, Isadora challenged
social conventions in every aspect of her life. The sincerity and simplicity of
movement found their expression in a minimalist dress style, composed of a
tunic or a semi-transparent veil over the dancer’s naked body. The admiration
for the natural forms of the body was a fundamental aspect of Isadora’s
ideology:

The beauty of the human form is not chance. One cannot change it
by dress. [...] It is because the human form is not and cannot be at
the mercy of fashion or the taste of an epoch that the beauty of
woman is eternal.!
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Isadora was highly critical of the artificiality of the dress of traditional ballet
dancers, condemned to being “prisoners of the maillot” and to repeating time
and again the same mechanical gestures on the tips of their toes in anti-natural
pointe shoes. The new free dance would transform dancers’ costumes, which
would now be made out of flowing, undulating fabrics that allowed natural
freedom of movement. Inspired by the iconography of ancient Greek ceramics
and Greek and Roman sculpture, which she studied with passionate devotion

at the British Museum, the Louvre and on her trips to Athens®, Isadora rejected
the tutu, shoes, and traditional salmon-coloured stockings of ballet and adopted
classical robes and veils over her bare legs and feet:

It never crossed my mind to wrap myself up in uncomfortable
clothes or tie up my thighs and my throat, for isn’t it what I mean to
do to melt body and soul into a single, unified image of beauty?*

Light tunics inspired by classical models attested to this idea of timeless,
authentic beauty that the dancer hoped to grasp with her art. [Fig. 1]

But in fact Isadora Duncan was neither the first nor the only dancer to
revolutionise the aesthetic paradigms’. The American Loie Fuller (1862-1928)
had already experimented with the symbiosis between costume and body
movement, wearing wide flowing robes with open sleeves to which she added
extensions that caused a “butterfly wing” effect as she moved. Another figure
much admired by Duncan was the Japanese actress and dancer Sada Yacco®
(Sadayakko Kawakami 1871-1946), who was introduced to Europe by Loie
Fuller and caused an immediate sensation. Isadora discovered Sada Yacco on
her first trip to Paris for the Universal Exhibition of 1900, and in her memoirs
recalled how she eagerly attended Yacco’s performances night after night.”
Another of Isadora’s contemporaries, the American Ruth Saint Denis (1879-
1968), distinguished herself by her desire to break with the conventions of
traditional ballet, and adopted a style marked by excess and oriental exoticism,
which actually was at odds with Duncan’s minimalist approach.

In the theatrical and artistic scene of the first years of the century we should
also mention the Ballets Russes, who came to Europe in 1909 under Serge
Diaghilev. The performances staged by the young choreographer Michel Fokine
and the costumes of Leon Bakst were characterised by a marked Orientalism
that caused a furore in pre-war Paris, but also introduced the reinterpretation
of Graeco-Latin models in the ballets grecs Narcis (1911) Daphnis et Chloé (1912)
and LAprés-midi d’un Faune (1912). These works bear witness to the influence
of Isadora Duncan, whom Bakst and Fokine had seen on her tour of Russia in
1906.%
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Fig. 1. Isadora Duncan in Glick's Iphigénie en Tauride, 1904. Photograph by Atelier Elvira (Munich),
© Bibliothéque nationale de France, département Arts du Spectacle, ASP 4-ICO PER-8426 (1).
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This aesthetic revival of classical antiquity, for which French historians
invented the term anticomanie®, permeated not just the fine arts, theatre and
dance but the world of fashion as well, precisely at the time when haute couture
was becoming established as an industry. We see this in several passages in
Isadora’s memoirs which describe her street clothes: almost always she wore
light dresses, usually white, in the Empire style, which complemented her
Graeco-Roman sandals and Liberty hats." The firm founded by Arthur Lasenby
Liberty in 1875 initially specialised in importing decorative arts from Japan, but
soon became a reference point in the fashion world thanks to its associations
with designers, architects and artists in the Arts & Crafts and Art Nouveau
movements who were now turning their hands to clothing design." The radical
new fashions proposed by Liberty suited Isadora perfectly as she looked back
to the past in search of modern and innovative styles. Liberty also worked with
the famous writer and illustrator of children’s books Kate Greenaway (1846-
1901), even making some of the costumes that appear in her drawings. In a very
early episode reported in her memoirs, while she was probably still a teenager,
Isadora described herself as wearing a Kate Greenaway white muslin dress
and a straw hat'?. It is easy to picture the young dancer as one of the charming
creatures wearing simple, diaphanous dresses with high waists and short sleeves
in the neoclassical style which are so characteristic of Greenaway’s illustrations
in the last quarter of the nineteenth century.”

A few years later, around 1909, Isadora met Paul Poiret (1879-1944), the most
influential designer of the moment and the man who brought the new air of
modernity to Parisian artistic society:

And now, for the first time, I visited a fashionable dressmaker, and
fell to the fatal lure of stuffs, colours, form—even hats. I, who had
always worn a little white tunic, woolen in winter, linen in summer,
succumbed to the enticement of ordering beautiful gowns, and
wearing them. Only I had one excuse. The dressmaker was no
ordinary one, but a genius—Paul Poiret, who could dress a woman
in such a way as also to create a work of art."*

The great couturier proposed dresses without waists and released the female
body from the unnatural restrictions imposed by corsets and other such
garments. Though well-known for his Orientalist tastes, Poiret created several
models of neoclassical inspiration which recalled the Empire styles of Joséphine
Bonaparte.”” Examples can be found in the album Les Robes de Paul Poiret by
the prolific illustrator Paul Iribe, which served as a luxury catalogue of the
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1908 collection. Isadora maintained a close friendship with the dressmaker
and occasionally gave him advice on aesthetic matters.' The dancer also played
a major role in the wonderful themed party organised by Poiret on 20 June
1912 at the Butard Pavilion, where the guests’ costumes emulated those of the
mythological figures in the ballets of Louis XIV."” The Museum of the City of
New York preserves a short greenish tunic, made by Poiret and inspired by the
Greek male chiton, which may correspond to what Isadora wore that night.

The museum has another dress by the French designer, made of ivory-coloured
silk and embroidered with a fretwork motif on the bust and neckline, which
belonged to Isadora.'® Poiret was one of the first couturiers to incorporate
cosmetics and decoration in his haute couture brand, thus encompassing the
design of all aspects of the modern woman’s lifestyle. In fact he decorated a
room in Duncan’s house in Neuilly with black velvet curtains reflected on the
walls in golden mirrors, a black carpet, and a divan with cushions of Oriental
textures.”” The designer also appears to have designed dresses for Isadora’s
daughter Deirdre, with many adornments and embroidery.?

In a photograph® depicting the dancer with her two children in her arms,
the little Deirdre may be wearing the famous Delphos tunic*? made by Mariano
Fortuny i Madrazo (1871-1949). The dancer was a great admirer of the versatile
Spanish artist who lived at the Palazzo degli Orfei in Venice, where he created
his designs.” Several pictures show Isadora’s adopted daughters dressed in
Delphos gowns*, and a drawing of 1917 signed by Georges Barbier, a great
illustrator of modern fashion, shows Isadora in a dance pose wearing a fine
pleated gown very like Fortuny’s creation.® Although he was not part of the
Parisian haute couture, Fortuny’s innovative designs were immensely popular
among the independent-minded ladies of European and American artistic
society. What is more, dance and theatre were Fortuny’s favourite contexts
for experimentation in scenery, costumes and lighting. Before the invention
of the Delphos gown, Fortuny had designed a silk scarf printed with Greek
motifs known as the Knossos veil,*® which adapted to the shape of the body and
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wedding when she married the
Russian poet Sergei Yesenin

in 1922. The photograph
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which Isadora’s three adopted
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and Margot Duncan) all
wearing Delphos dresses.
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allowed the dancers great freedom of movement. It is no surprise that Isadora
became a dedicated follower of his creations, which she wore both on and off
the stage.”’

Isadora became a fashion icon, and set trends not just on the stage but
when she attended the theatre as a spectator as well. An article in the fashion
magazine Vogue, for example, described in detail the dress she wore to the
premiere of Ballets Suédois at the Theatre des Champs Elysées: black and
sleeveless with a black tulle butterfly attached to one shoulder, her hair cut
loose, and a muslin tiara.” The sculptor Josep Clara (1878-1958) wrote a
fascinating description in his personal diary of Isadora’s dress when they
attended the Concert Colonne at the Théatre du Chatelet in Paris on March 30,
1913:

Elle était ravissante habillée dans des gazes légeres bleues, ses pieds
chaussés de sandales, sa téte couverte par une riche coiffe de soie
avec, sur le front, deux grosses pierres précieuses. Au cou un collier
de pierres égyptiennes et sur I’épaule pour agrafer sa robe elle
portait un beau camé ancien.”
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Fig. 3. Isadora Duncan in her pavilion at Bellevue, press photograph: Agence Meurisse (Paris), 1919,
© Bibliothéque nationale de France, département Estampes et photographie, EI-13 (2608).
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The sculptor, sitting in the same box as Isadora, produced a delicate portrait of
her wearing a silk headdress in a neoclassical style and a blue gown, tied with
a clasp that left much of the back uncovered.* [Fig. 2] As Clara himself says,
Isadora looked like goddess and caused a sensation at the theatre.

Isadora’s strong creative personality meant that she did not settle for wearing
the designs of other artists. She combined pieces of cloth and shawls, often
decorated with Chinese embroidery*, which she wore in a variety of ways
[Fig. 3] and also designed her own dance costumes. In fact, the Archive of Irma
Duncan?® preserves a number of notes made by Isadora with instructions for
making a long gown and a red silk stole.”

In her memoirs, Isadora also claimed to have created a precursor of the
swimsuit during a trip to Abbazia in Croatia with her sister around 1900:

It was then that I inaugurated a bathing costume which has since
become popular — a light blue tunic of finest crépe de chine, low
necked, with little shoulder straps, skirt just above the knees, with
bare legs and feet. As the custom of the ladies of that epoch was

to enter the water severely garbed in black, with skirt between the
knees and ankle, black stockings and black swimming shoes, you
can well imagine the sensation I created.*

So Isadora Duncan was a pioneering figure in both the artistic and aesthetic
domains. For her, the revolution in dance required a revolution in dress, not just
on stage but in all the facets of her life. Dress was another means through which
she reaffirmed her ideology and expressed her creativity, often challenging
established tradition. And in fact, as fate would have it, her tragic death was
caused by a piece of clothing: her long scarf accidentally caught in the wheel of
her convertible on the coastal road in Nice, strangling her instantaneously. That
fateful day in 1927 marked the end of a life entirely dedicated to art, and at the
same time, the beginning of the creation of a legend. ®
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The roaring silk years

by AssumpTA DANGLA
Photographs: Esther de Prades Maria

The Catalan silk printing industry flourished in the 1920s, before the outbreak
of the Spanish Civil War in 1936. This was a time of change, with the arrival

of the avant-garde and a keenness to break with established artistic norms,
echoing the atmosphere on the streets of Europe’s major capitals. Prints
produced in this period were designed to take art to the mass market, heralding
the arrival of a renewed aesthetic. As the artist Sonia Delaunay said":

[The creations] will be sold to industrialists, who will examine how
to lower the cost of goods sold through industrial production and
look at how to boost sales. This will see fashion become democratised,
and such a democratisation can only be welcome, as it will raise the
general standard.

The emergence of new trends was not limited to the major producers. Some
smaller firms, such as Ponsa and La Sedera Franco-Espariola, also took an
interest.

Ponsa Hermanos

The year 1859 saw the birth of the company formed by the capitalist Josep
Ferrer i Vidal, a famous textile magnate, financier and politician, and the
printer Josep Ponsa i Rius. In 1879 they founded the general partnership Hijos
de José Ponsa, which in 1904 would become Ponsa Hermanos. The business
moved several times, but during this period it was based in Sant Marti de
Provengals, where fabrics were prepared, dyed, printed and finished. The
company followed a bottom-up development strategy, having previously spun
silk and even experimented with silk farming. In 1901 a new site was opened in
Palma de Mallorca, known as Ses Sedes, and the factory in Sant Marti became
used only for printing?.

The legacy of Ponsa’s production is conserved in three Catalan museums.
The Premia de Mar Textile Printing Museum and the Terrassa Textile Museum
and Documentation Centre hold a collection of original designs, samples,
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Original design from La Sedera Franco-Esparnola, MEPM 5113 (c.1920).
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un retrat de la Catalunya

téxtil recent. CDMT, Museu These collections were added to with donations from private benefactors. The
d’Arenys de Mar, 2016. Barcelona Design Museum, meanwhile, received a donation of ten original
pp- 28-53. sample books from Jaume Ponsa, along with wood templates that were passed

4 Album of original designs

5 )
by Porsa (1890-1935). MEPM. to the MEPM?. Two sample books from La Sedera Franco Espafiola have been

conserved, together with a selection of designs that are thought to come from
the same factory.

Ponsa created prints with the three most common systems in use at the
time: woodblock printing, the rotary press and, towards the end of the 1930s,
‘Lyonnaise’ or silk-screen printing. In this early period the three systems
operated side by side on the factory floor. Each method had specific features
and its own advantages: wood templates were ideal for multi-coloured prints,
the copper cylinders of the rotary press produced finely detailed designs, and
silk-screen printing made it possible to create rapports that were broader in
scope. Engraving the templates for woodblock printing required considerable
skill. The specialist engravers Costa i Cortada worked for Ponsa from the
end of the nineteenth century onwards, producing both wood templates and
copper cylinders for rotary printing. Templates were also commissioned
from specialists outside Catalonia, such as the engraver G. Merklen, based in
Mulhouse*. The screens for Lyonnaise prints were acquired primarily from
suppliers in Premia de Mar, in the province of Barcelona, which was home to
a large number of workshops and studios that hand-engraved the glass plates
required. Colour was achieved by applying synthetic dyes, such as aniline, and
other dyes derived from coal tar, which created vibrant and brightly toned silks.
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The artisans

Fashions in Catalonia mirrored those in France. The trend books that arrived
from Europe’s design capitals, from studios such as Bilbille ¢& Co and Claude
Freéres, for example, were the main source of inspiration. Designs were
purchased abroad or commissioned from renowned artists at home, and factory
directors would often select designs personally, travelling to workshops and
design houses outside Spain to see the latest trends for themselves, although
only a small proportion of the designs they acquired ever reached the market.

Prominent local designers included Joan Vidal i Ventosa, Josep Palau Oller,
Josep Mompou, Enric Moya, Josep Ferrer Albert, Josep Porta and the staff of
Marsa. Vidal i Ventosa trained as a painter at La Llotja and studied sculpture
with M. Fuxa. He was part of the group of modernista artists to frequent Els
Quatre Gats, and later Café Guayaba, where Picasso, Manolo Hugué, Ismael
Smith and Isidre Nonell were regular patrons®. Vidal is comparatively little
known as a print designer, yet he spent years working in this medium. Josep
Palau i Oller, known primarily as a furniture and toy designer, also turned
his hand to fabric prints, on occasion working with Josep Mompou, and some
surviving original drawings bear the stamps of the two workshops®. The extent
of Palau’s work as a print designer came to light in 2003, leading to the curation
of two exhibitions. Much work remains, however, to bring the fabric designs of
the other artists in this group to wider public awareness.

Catalans were quick to adapt to the new artistic trends and produced
work which bears comparison with that of their foreign contemporaries, at
a time when Catalan art no longer boasted the splendour of the modernista
period. Looking outside Catalonia, Ponsa acquired its designs from artists
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in Paris, Lyon and Mulhouse. One of the company’s main suppliers was

the E. Sins design studio, which also provided designs for other Catalan
manufacturers such as La Espafia Industrial in the latter part of the nineteenth
century. Sins also worked with La Lié-Barcelona, which manufactured in
Premia de Mar, in the 1920s and 1930s, and regularly received visits from
company representatives. Other designers who established long-term working
relationships with La Lid-Barcelona were C. Lefranc, whose studio was located
in Lyon, and Léon Kittler and René Schrameck, both based in Mulhouse. The
full list of designers who supplied to Ponsa is particularly long: other foreign
contributors were E. P. Bonaparte, Arthur Litt, R. Blaise, J. Berger, Marc
Rimaud, Landwerlind, J. Vernaison, Helder, Fred Lévy, R. De Grandclos, Louis
Lang, M. Adrouer, Louis Inwiller and Georges Ordatchenko.” Later, in the
1940s, the Barcelona-based studios would come to prominence, with greater
input from local designers. This trend gradually increased, and women also
came to play a role.

Original design by E. Sins,
MEPM 873 (1922).
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Art in motion

Common decoration included floral, geometric, marine, exotic and figurative
motifs. The emergence of the avant-garde called for research, and the era was
characterised by exploration on every conceivable level. Paul Poiret, in addition
to following the artistic trends of the era, explored the creation of a new
aesthetic language with his students at the Atélier Martine®:

I created the Atélier Martine for the Decorative Arts [...]. I took in
children aged around 12 from the working class neighbourhoods on
the outskirts, who didn’t go to school. I put aside several rooms in
my house for them and had them work naturally, without a teacher
[...]. Once the first weeks had passed I obtained marvellous results.
These creatures, left to their own devices, quickly forgot the false
and empirical precepts that they had been taught at school and
rediscovered all pf the spontaneity and vitality of their true nature
[...]. My role consisted in stimulating their activity and their taste
without ever influencing them negatively or criticising them, so that
the source of their inspiration remained pure and intact.

Ponsa did not produce only art deco designs; it also created distinctly avant-
garde fabrics, encompassing styles as diverse as Simultaneism, Cubism, Russian
Constructivism and the abstract forms of De Stijl. Floral motifs took on a new
geometric character, emblazoning clothing typified by an explosion of colours
and flowing sense of movement. These effects were achieved with overlaid and
fragmented designs, geometric shapes and sinuous, abstract forms. The rose
was particularly common, transformed into a simplified grouping of two-
dimensional segments.
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In some pieces, floral and plant motifs took on an aquatic appearance,
while aquatic designs exuded a vegetative quality: jellyfish, urchins, fish, small

organisms and a whole series of motifs presented abstractly and reminiscent
of aquatic fauna. This is captured in the author Colette’s description of curtain
fabric®:

Yet it is nothing more than velvet cloth and a printed flower. The
designer claims, “It is a poppy”, and believes it. But I know that,
swollen, segmented, delicately fringed and trailing a long, fibrous
train, his flower is actually a jellyfish.

The fascination with the East and exoticism, long present in European fabric
printing, was also apparent in designs from Ponsa. The company produced a
whole series of Japanising compositions of refined, stylised forms and a marked
sense of movement. It also marketed many designs featuring Egyptian motifs,
often used as borders for scarves. Papyrus leaves, pharaohs, jewels and canopic
jars brought a visual richness and elegance to the company’s new pieces, owing
their design to the new forms of the art deco movement.
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Printed silk fabric from the
Ponsa Hermanos sample book,
MEPM 6025 (c. 1920).

Album of originals designs
from Ponsa, 1898-1930
MEPM (unrecorded).

48 THE ROARING SILK YEARS


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datatextil 34 OPEN SOURCE LANGUAGE VERSION > CATALA

The two surviving sample books from La Sedera Franco Espariola are notable
for the prominence given to representations of leisure: shows, music, the wild
dance of a cabaret actress dressed as a chambermaid, couples enjoying ballroom
dancing, Charlie Chaplin in the role of Charlot, and other scenes of distraction
and diversion. There are also scenes depicting women driving, Amazons, tennis
players and women in the fashionable outfits of the period. These designs reflect
the spirit of an era that has been referred to as “the roaring silk years”, which
inspired novel compositions for the decoration of lampshades, screens and
scarves in particular.

In the last year restoration work has been completed on an album of original
designs from Ponsa that has provided new information about the dates of the
samples and the designers responsible for them. The reverse of some of the
drawings bears the designer’s name and a rough chronology, which has helped
to establish more precise dates for some of the sample books. The work marks
the culmination of efforts to research and recover the memory of Ponsa in the
golden age of its designs. Through this work we have strived to paint a general
picture of the progress so far and of recently launched initiatives, such as a
study of the designers and engravers behind the company’s output and the
relationships that Ponsa established outside Catalonia. @
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Intimacy. The fragility
of an ever-evolving concept

by JoAN MAYNE 1 AMAT and NUR1A SADURNT 1 PUIGBG

The history of undergarments is necessarily linked to changes in fashion and
aesthetic trends, advances in technology and the development of new fabrics,
but it is perhaps more fundamentally tied to the evolution of society and the
prevailing mentalities of each era. It is difficult, for example, to understand the
popularisation of now rudimentary items like the brassiere or tights without
first considering the context in which this occurred, with the outbreak of

the First World War in 1914. Similarly, to fully appreciate the rejection of
traditional aesthetics by younger generations, which extends to the use of
underwear, we must take into account the social revolution and shift in values
represented by the hippy, pacifist, feminist and gay rights movements, among
others, which emerged across the Western world in the wake of May 1968.

A glance at recent history shows that the appearance and disappearance of
common items of underwear coincides with significant economic, political,
social and ideological happenings. It is this premise that provides the
foundation for the exhibition Intimitats. Roba interior del segle X1x al xxI,
created by the Badalona Museum in association with the Barcelona Provincial
Council’s Cultural Heritage Office. The exhibits, first unveiled at the Badalona
Museum on 26 February 2015, will travel to various sites in the network of
provincial museums until the end of 2017.

In the exhibition, underwear is the platform for a detailed examination of
social evolution and changes in our understanding of the concept of intimacy,
a term that has always borne a relation with intimate clothing. It is social
convention that draws the line between public and private, that determines
what we may share and exhibit without upsetting social mores and codes of
civil behaviour.

From the bourgeois capitalist society of the early nineteenth century through
to the present day, the six areas of the exhibition chart the events that have
helped to shape our collective mentality and our views on underwear. Above
all, they demonstrate how the concept of intimacy has evolved. For a lady in
early nineteenth century society, secrecy and privacy began at the ankle; leaving
even this part of the body exposed would have been considered immodest and
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caused considerable social awkwardness. This now seems disproportionate,
verging on the ridiculous, and is far removed from the levels of exhibitionism
that we see in the twenty-first century, when displaying parts of the body or
flashes of underwear has become largely the norm. The various conceptions

of intimacy and the local and social distinctions apparent at the end of the
nineteenth century bear no relation whatsoever to the uniform, globalised
concept that has spread through contemporary society, aided by social media.
This new concept marks a substantial change in mind-set, which has narrowed
the scope of what we consider intimate to such an extent that very little now
remains. This begs a number of questions: What has happened over the
centuries? What are the reasons behind such a radical transformation? What do
we understand to be intimate?
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The corseted intimacy of bourgeois society

Until relatively recent times, fashion — whether for outerwear or underwear —
was the exclusive preserve of women, and major changes in attire were closely
linked to the shifting role of women in society.

The first signs of change can be found in the late eighteenth century, at the
time of the industrial revolution. The protagonists in this new model were the
bourgeoisie, who had risen to prominence with the introduction of new forms
of government (parliamentary democracy), new systems of production, new
means of distraction and a new style of dress. A strict social etiquette emerged
that dictated the appropriate behaviour and appearance for each occasion, and
the moneyed classes developed a taste for changing their outfits through the
course of the day (wealthy women had dresses for the home, for social calls, for
afternoon strolls...) as a means of parading their prestige.

While the mentality of the new elite could be considered progressive in
many respects, it was far more conservative regarding the role of women,
whose activity was limited to the home. In this new society, women were
solely responsible for the family’s image, its aesthetic reputation, a role that
had previously been shared by both sexes. Bourgeois gentlemen chose to
dress comfortably and functionally — wearing long trousers, underpants and
undershirts — so as not to impede their work, whereas ladies were expected
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Although hoop skirts and crinolines gradually fell out of favour, at the beginning of the twentieth century ladies’
underwear was still a complicated and uncomfortable affair. The photograph shows a mannequin with undershirt,

corset, corset cover, pantelets and tights, from the exhibition Intimitats. Roba interior del segle XIX al XXI at the
Badalona Museum.
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de las medias

to be resplendent in luxurious and constantly varied wardrobes, condemning
them to florid, uncomfortable and highly impractical attire. This was the era of
hoop skirts, crinolines, bustles, petticoats and, above all, corsets, which were
the cornerstone of female aesthetics throughout the nineteenth century and
the early part of the twentieth. A great variety of new undergarments became
available, intended to safeguard the wearer’s virtue, and it was around this
notion that the concept of intimacy was constructed.

The bourgeois model was notable for extending across the social strata,
being based not on lineage but on individual talent and capabilities. Until
this time, the manners and customs of the privileged classes had been theirs
alone, imitated by those who wished to do so, but the new social norms were
applicable to everyone, and imitation became a required practice.

Moving into the second half of the nineteenth century, growing
industrialisation, rising production, the birth of a salaried working class and
the incorporation of women into factory workforces created a new social
phenomenon: mass consumption. The bourgeois lifestyle was now accessible to
all, with a wide range of products available at reasonable prices from shops and
department stores. The accompanying aesthetic — now well into the realms of
fashion — was popularised on the pages of illustrated magazines, and everyone
— particularly women — endeavoured to keep up, however uncomfortable
some of the outfits turned out to be. Women who dressed practically for their
jobs on the factory floor tried to maintain a more fashionable appearance in
public, as can be seen in numerous portraits from the period.
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Posters advertising the Kestos bra, from the 1930s. The American brand was the first
to use shaped cups for support, volume and firmness.

The public intimacy of the twentieth century

Cumbersome and over-adorned undergarments fell out of favour as the static
and ornamental model of femininity that they represented disappeared from
society. Nevertheless, a crisis of the scale of the First World War was needed
to make this change possible. With most men away at the Front, women were
required to take on greater responsibilities, which saw them become a more
active and more visible part of society. With these responsibilities, however,
came a need for greater comfort. There was no longer any place for long skirts,
nor was it feasible to wear a corset. The most basic component of a respectable
lady’s attire had become a hindrance, impeding movement and limiting the
wearer’s capacity for action. In addition, corsets were made using certain
materials, such as steel, that had become vital to the war effort, and in 1917 the
American government publicly called for women to stop wearing them in order
to shore up the country’s steel reserves. The measure was a success, enabling
28,000 tonnes of the metal to be collected for the manufacturing of armaments
and munitions. The opportunity that this scenario presented — to move away
from the restrictive sartorial model of the past — was seized gratefully by many.
The disappearance of the hoop skirt was much more than a change in
aesthetics, it also marked a moral shift. Wearing a hoop skirt was synonymous
with decency; a lady could neither dress nor undress unaided. By rejecting the
hoop skirt, women regained not only their freedom of movement but also the
freedom of their own bodies, and this departure from convention naturally
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extended to underwear. For men, many more years will perhaps be needed
before the foundations of the traditional male stereotype start to give way.

In later years it was largely women whose freedom would be increased or
decreased by successive changes in the social, political or economic climate,
causing a constant fluctuation in the control they exerted over their bodies and
appearances. For example, while in the United States a new, more sensual and
eroticised female image emerged, reinforced by cinema and the birth of the
star system, in Spain the opposite was occurring. For some 40 years, the male-
dominated and deeply conservative doctrine of the Franco regime, rooted in
national Catholicism, relegated women to the home, driving them out of work,
education and leisure and subjecting them to a rigid moral code that would
dictate both their behaviour and their appearance. Undergarments were a
clear reflection of the wearer’s milieu, and this remains the case today, with the
distinction that the new norm is absolute tolerance and permissiveness. Moral
qualms have been put aside, although new factors have emerged that are more
powerful and decidedly more lucrative, such as consumerism and the cult of the
body beautiful.
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The male world, which has evolved very little in its use of underwear beyond
a gradual shift towards shorter underpants and the disappearance of one-piece
garments, underwent a significant transformation in the 1960s. The general
air of revolt and social demands (conscientious objection, sexual freedom,
etc.), fuelled particularly by the homosexual community, changed the male
stereotype forever, and men began to take a more active part in the world of
intimacy. This allowed them to escape the confines of the narrow role society
had drawn for them and find a new freedom of action that was also reflected in
their choice of underwear, which was no longer merely functional apparel. Men
have acquired, then, the right to be different, but, like women, they remain in
subjection to consumerism.

On one level, fashion is capable of transforming ideas from the street into
sophisticated outfits, but it also has the power to override male reticence, as
we see in the growing number of fashion devotees in this age of globalisation:
men and women of all ages and backgrounds, from countries across the world,
prepared to flaunt or feign intimacy to the beat of the latest trend or social
media obsession. e
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The Role of Clothing
in Rites of Passage

by NEUS RiBAS SAN EMETERIO,
director of the Arenys de Mar Museum

Rites of Passage

Rites of passage are social practices that represent changes in social status.
These changes are generally transitions from one life stage to another that

are determined by social convention; a person changes his or her status

in a particular place. The concept was introduced in 1909 by the French
anthropologist Arnold van Gennep, who theorised on changes in the life of an
individual in relation to society and the ways in which these changes, namely
the transition to adulthood, marriage and death, are consecrated.'

Rites of passage express not only individual changes but also collective
changes. Every society has elaborated ceremonies to dramatise them; in some
cases the ceremonies are religious and in others they are social. Examples are
the Jewish bar mitzvah and bat mitzvah; the celebrations that were held all over
Spain when quintos — boys who had reached the age of majority — went oft to
do their military service; and university graduation ceremonies in the USA.

The individuals who are the focus of these ceremonies tend to dress in
a particular way and their attire distinguishes them from the rest of the
community. In this article we discuss the importance of clothing and the

trousseau in rites of passage such as birth, the transition to adulthood, marriage
and death.

Clothing as Information

Clothing provides information and is a means of human communication.
Our attire often gives away information about our status, our gender, our
occupation, our likes and our dislikes. It says something of our opinions and is
a means of self-assertion. In celebrating life changes in rites of passage, society
has developed stereotyped dresses and trousseaus that, though they have
changed over the centuries, continue to be viewed as necessary.

Traditionally, European society has linked rites of passage to religion: a
christening celebrates a new addition to the community and the purification
of the newborn; the First Communion signals the passage from childhood to a
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wiser age; marriage brings social standing and a family; and finally, a funeral
bids farewell to a member of the community. Rites of passage do not just make
life changes public; they also bring recognition from the community.

Here, we analyse the role of clothing in rites of passage from the first half of
the nineteenth century onwards, when industrialisation and the predominance
of urban milieus over rural communities wrought changes in social customs.
Industrialisation and increased population density in urban areas made
clothing more uniform as it strived for a bourgeois aesthetic, while in rural
societies popular clothing remained the norm until practically the first half
of the twentieth century. Until the second half of the twentieth century, when
mass production was not yet a fact, ceremonial costumes took on a crucial role,
and women would often have a particular dress for special occasions such as
weddings and christenings.

The Arenys de Mar Museum has produced an exhibition and will soon
publish a catalogue on the relationship between clothing and rites of passage.
The exhibition can be viewed at the Mares Museum in Arenys de Mar from 24
January to 18 December 2016.

Baptism: A Celebration of Life

In the Christian religion, the baptism ritual represents the addition of a new
member of the community, the choice of a name and the child’s purification.
The ceremony is traditionally held soon after birth; in some communities, on
the first Sunday. This celerity can be attributed to the high infant mortality rate
that persisted until the mid-twentieth century. In addition to being a religious
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Two women and a babe in arms on the day of the christening, at the door of a church in Vic.
Photograph: Josep Torrent i Garrigoles, taken between 1895 and 1917. Catalan Hiking Association.
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2 Another of the traditions
linked to christenings that
referred to the baby’s health
was to give out sweets to
children. The godparents
threw sweets up in the

air during the baptismal
procession. The book El veinat
de la meva infantesa. Records
d’en Manel Sunyer Mas,
published by the Viladecans
City Council, recalls a
popular song sung to mark
the occasion: “Tireu confits
que no sén podrits; tireu
avellanes que no sén corcades;
si no en voleu tirar, el nen es
morira!” [Throw sweets that
aren’t rotten; throw hazelnuts
that aren’t spoiled. If you
don’t, the baby will die!].

3 Casa Sivilla was a lingerie
outlet and workshop founded
in 1898 by Concepci6 Carresi
Verdaguer, Sivilla’s widow,
who was of Italian origin. It
became very popular among
the Catalan middle class in
the twentieth century.
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celebration, a christening is also a social and family celebration that announces
the arrival of a new member of the community. Until the first quarter of the
twentieth century, in many towns in Spain a baptism was proclaimed with a
special peal of the bells and a retinue accompanying the newborn baby from the
home to the church.?

The newborn who was to be baptised wore a christening gown that
distinguished him or her from the other members of the community. The gown
is a complex garment made of soft materials such as organza, chiffon or even
silk that is decorated with lace and embroidery. It was traditionally white or
oft-white to represent the purity and innocence of the infant and comprised
the gown, a cape and a cap. It was the same for girls and boys. In many cases, it
was made by the family, although sometimes it was a gift from the godmother,
and it was kept from generation to generation. Wealthy and upper middle class
families ordered the gowns from specialised dressmakers. The christening gown
appeared in the eighteenth century, when the rite of immersing the baby in
water was abandoned.

The Arenys de Mar Museum, in its collection of lace and fabrics, conserves
christening gowns from the first half of the nineteenth century to the second
half of the twentieth century, when the use of the garment declined with
the loss of influence of the Catholic Church. In most cases, they have the
features mentioned above, and several of them were produced by specialised
dressmakers such as Barcelona’s Casa Sivilla.’?

First Communion: A Step into Adulthood

The First Communion is a ritual by which the child is prepared spiritually to
receive the sacrament of the Eucharist, the highest expression of the Christian
faith. The ceremony usually takes place when the child is about eight years

old. Until the first half of the twentieth century, the ceremony represented,
from social and anthropological perspectives, the transition from childhood to
adulthood. In a society in which children were not fully schooled and many of
them entered the workforce very early, the First Communion represented this
transition from one stage to the next.

The dress that symbolises the transition to adulthood is elaborated upon
during the twentieth century and particularly from the 1920s onwards. Boys
tended to wear a suit and tie, a military uniform or a sailor suit, leaving the
short trousers of childhood behind. Girls dressed as brides-to-be, in long white
dresses and veils. Social changes in the 1960s led to other, simpler kinds of
christening garments, although white continued to be the norm for girls. The
tradition of dressing children taking the First Communion in white and as
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Nineteenth century wedding in
Sant Pere de Terrassa. Author
unknown, 6 June 1930. B. Ragén
Collection, Municipal Archive of
the Terrassa City Council.

4 Clotilde Pascual (1894-
1969) was a lacemaker and
embroiderer known for

her needlework and her
reproductions of antique
models, which are held by
the Decorative Arts Museum
and private collectors such
as Josep Pasco. The Arenys
de Mar Museum preserves
the collection of lace and
embroidery donated by her
family.

5 The bridal chests are one
of the most unique types

of Catalan furniture and
date back to the fifteenth
century. They were used to
transport, store and display
the trousseau.
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adults still stands today, although in the case of girls the veil is no longer worn.
First Communion dress included several other elements, some of them

religious and others that were part of the trousseau: a rosary, the missal or

prayer book, keepsakes and so on. With reference to fabrics, many girls carried

a communion bag that was also white or ecru and made of natural materials. In

some cases, it was embroidered, like Clotilde Pascual’s bag,* which she may have

embroidered herself with the words Recuerdo de la Primera Comunion (Keepsake

of the First Communion), from 1905.

Marriage: A Change in Family Status

The wedding ceremony was traditionally the end to a process of courtship,
engagement and financial negotiations between the two families. Throughout
history, especially among wealthy families and the nobility, marriages were a way
of making pacts and forging alliances, whether economic or political in nature.
For the bride the process was expressed symbolically in items of furniture; she
brought to the marriage a bridal chest® containing a domestic trousseau of bed
linen, household goods and lingerie that she had collected over time.

The image of the betrothed in the community is still of great importance.
They choose special garments for a civilian or religious rite that involves a life
change. The garments chosen communicate the new situation to others and have
evolved over the centuries in keeping with customs, fashion, economic and social
changes, religious tradition and so on. The use of white as the favoured colour for
wedding dresses seems to have its origins in the white Honiton lace dress worn
by Queen Victoria (1819-1901) when she married Prince Albert of Saxe-Coburg-
Gotha, in 1840 — a break from the silver and white dress that was the tradition.

THE ROLE OF CLOTHING IN RITES OF PASSAGE


http://museu.arenysdemar.cat/ca/col.leccio/puntes-i-teixits/bossa-0
http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Mourning dress for a christening,
Arenys de Mar Museum (see detail).
Photograph: Irene Masriera.

65 THE ROLE OF CLOTHING IN RITES OF PASSAGE


http://creativecommons.org/licenses/by-nc-nd/3.0/deed.es
http://www.cdmt.es/datatextil/

Datateéxtil 34

6 These motifs or symbols
on fans include love scenes,
mythological scenes alluding
to love, rose bouquets, flower
garlands, bows, the couple’s
initials and so on.
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From that moment on, white weddings became popular among the urban
classes and brides invariably chose white for their wedding dress. In Spain,
until the first half of the twentieth century, among the working classes and the
rural bourgeoisie brides wore a black wedding dress and a white veil or black
shawl (mantilla) covering the head. From the mid-twentieth century onwards,
the popularity of the wedding ceremonies of European royalty and nobility

led to the establishment of white as the colour of the bridal dress. Wedding
dresses followed fashion in a wider sense, though some of their features are still
unmistakeable. White as the basic colour, natural materials such as silk and
organza, tulle veils and a proliferation of lace and embroidery are some of these
unchanging features.

In rural areas, until the first quarter of the twentieth century, those entering
into the contract of marriage wore traditional dress on this significant date.

In the Catalan tradition, the bride wore traditional dress composed of a

doublet, a silk skirt embroidered with flowers, mittens, a silk and lace apron, a
handkerchief worn across the chest and a white mantilla worn on the head. The
latter was the identifying mark of the bride. Informally referred to as peix (fish),
it was rectangular in shape with rounded ends and was usually embroidered.
Sewn to this piece were the large lace ruffles that fell about the head and
shoulders of the bride. Salvador Vilarrasa i Vall, in his book La vida a pages,
describes the ritual wedding between the hereu (traditionally, an heir) and the
pubilla (traditionally, an heiress): “la niivia puja a la rectoria per posar-se el vestit
de casar i la mantellina i quan esta ben arreglada, baixen amb sa mare i germana
a l'església” [the bride goes up to the rectory to put on her wedding dress and
shawl, and when she is so arranged she walks down with her mother and sister
to church]. Among the wedding mantillas kept at the Arenys de Mar Museum
there is one worn by Ramona Puigdollers Castells, a pubilla from Vic, who had
inherited it from her mother and wore it at her wedding to Josep Verdaguer i
Callis, a cousin of the priest Cinto Verdaguer, in Vic, in 1855. It is an exceptional
piece of ecru hand-embroidered silk tipped with Lille bobbin lace.

During the second half of the nineteenth century and until the end of the
First World War, at middle-class weddings the bride’s trousseau was completed
with other elements such as the wedding fan and the ceremonial handkerchief.
Fans, often a gift from the groom made of bobbin lace or needlework, were
painstakingly handcrafted by artisans and thus showed the family’s wealth.
During the first quarter of the twentieth century the wealth of a bridal trousseau
could be measured by the amount of lace on the different pieces that made up
the wedding dress, all of which were romantic and traditional in their design
and bore motifs that referred to marriage.®
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Wedding dress, 1920s. Carmen Vifas-L'Arca de I'Avia Collection (
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). Photograph: Irene Masriera.
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7 Arenys lace (ret fi) was

the white lace made on the
Maresme coast north of
Barcelona. It was made of
cotton or linen and included
handmade point ground lace.
8 The catalogue Blanca y
radiante (White and Radiant)
describes the symbolism of
wedding accessories such as
the veil, which represents the
desire for a new life and is a
reminder of the flammeum, a
Roman veil that symbolised
the virginity of the bride and
protection from evil spirits.

9 In the first half of the
nineteenth century, brides
wore a veil or a hat that was
sometimes covered with a
veil. From the early twentieth
century onwards, veils and
long trains became common.
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Along with the fan, another important element was the white ceremonial
handkerchief embroidered with the bride’s initials. In Catalan society there
were several models of ceremonial handkerchief made of Arenys lace’ with
floral designs. The Arenys de Mar Museum lent the exhibition at the Catalan
History Museum Do I Love You? A History of Love and Marriage a ceremonial
lace handkerchief with the same lace design found at the Lazaro Galdiano
Foundation in Madrid and in collections belonging to private collectors who
have been able to confirm that it is a wedding handkerchief.

Among the urban classes, the wedding veil is an important complement
to the wedding dress. Its origin seems to date back to the Roman Empire.? In
the first quarter of the nineteenth century, the veil was relatively small and
brides would often wear it over their shoulders. Handmade lace veils were very
expensive and few could afford them, but the introduction of machine-woven
tulle in the first half of the nineteenth century lowered costs and the use of the
veil spread. From the 1920s onwards, veils became longer.’

Death: The Final Journey

Bidding goodbye to a member of the community is a social event. In pre-
industrial societies the ritual of burial involved the entire community or
village. Before the nineteenth century, the body was accompanied by a cortege
carrying torches, the number of which reflected the deceased’s wealth. With
industrialisation, the ceremonies gradually became more focused on the family,
who held a vigil the night before the funeral.

Until the second half of the twentieth century, when a person died the
immediate family displayed their grief by wearing black. Tradition dictated
a specific period of mourning; in some areas of Andalusia this could be eight
years for members of the immediate family. In a man’s case, mourning was
expressed by wearing black for the first year and dark colours thereafter. His
dress was distinguished by features such as a black ribbon on his hat and a black
armband around the left sleeve of his jacket. A woman wore a long veil over her
hat, hiding her face; this kind of veil was later replaced by a black gauze veil that
was placed directly over the head. During religious ceremonies, everyone wore
black or dark colours and women wore a veil or a mantilla over their heads.

The entire family wore mourning dress, including the children; nonetheless,
the mourning christening dress embroidered with the number 613 that is
preserved at the Arenys de Mar Museum is striking. It belonged to Francesc
Sarrais Serra, who was born circa 1850 in Berga and who had lost his father
before he was born. The family made a mourning dress lined with ecru silk and
black silk lace around the hem.
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Conclusion: Clothing Continues to Mark Special Occasions

Despite changes in society, rite of passage celebrations continue to be an
essential part of a person’s life cycle and clothing makes clear his or her change
in status. Social changes and the decline in religion as a central part of rite

of passage celebrations has not led to their disappearance. The businesses
devoted to ceremonies such as first communions and weddings are an ongoing
testament to the importance given by families and society to rites of passage.
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The rise of Ansotana wool

by ISABEL MADRIGAL MIR
Agent for Employment and Local Development, Jacetania

imadrigal@jacetania.es; www.jacetania.es

At the heart of the Aragonese Pyrenees, in the valleys of Ans6 and Hecho, we
find the origins of the Ansotana sheep.

In the Middle Ages, wool was a natural part of people’s lives, the staple
material of their everyday clothing, and the traditional dress from that period is
now the focus of a nationally renowned cultural event, which takes place on the
last Sunday in August.

The popularity of Ansotana wool has grown in parallel with increased
collaboration between private stakeholders and social organisations in the rural
areas of the Pyrenees where the breed is kept. Building on the enthusiasm of
breeders — represented by the regional association ACOAN — to harness the
value of the wool from their flocks, guidance was sought from government
specialists for the comarca of Jacetania, and with support received from the
Leader initiative of the ADECUARA regional rural development programme.

This energetic local dynamic has been accompanied since the outset by
broader international development, reflecting the intrinsic importance of
cross-border relationships established with various associations in the French
Pyrenees, Catalonia and the rest of Europe, particularly through the European
Association for Study, Liaison, Innovation and Research into Textiles,
ATELIER European Wool.

Since 2010, Ansotana wool has formed part of the European exhibition
‘Wools of Europe/Laines d’Europe’, which was opened in Paris and is currently
based in Biella (Italy).

Funding from the Leader initiative, complemented by the expert advice
of regional authorities, led to the creation of a research and development
programme to explore the possibilities of this unique wool.

The production and commercialisation of Ansotana wool was the subject of
a 2010 study by Julia Gladiné, carried out as part of her work placement for a
master’s degree in Protected Natural Spaces. Among her key findings was the
minimal value placed on this type of wool at the time of the study.

To look at the issue empirically, 90 kilograms of Ansotana wool were sent
to the French Pyrenees to be cleaned and spun by one of the few family-run
business still operating in the region. This was the first time that Ansotana wool
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Photograph by Ricardo Compairé Escartin. Photographic Archive, Huesca Provincial Council.

had been machine-spun, and the resulting yarn was put through a series of
tests, coloured with natural dyes and hand-woven into shawls. The inconsistent
results of the washing and the varying properties of the finished yarn, however,
suggested that an initial selection at source was required.

In parallel to the technical processes involved in this transformation, the
commercialisation of Ansotana wool has gradually found an outlet in forums
for local development. The first of these, in Bagnéres de Bigorre (France) in
2011, was the first trans-Pyrenean and cross-border forum between wool
professionals and marked the start of a close relationship with regional
associations in the French Pyrenees involved in the commercial development of
native sheep breeds.
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Since 2011, Ansotana wool has become a permanent feature of regional
events:

m At the stand set up by ACOAN, the association of Ansotana breeders, at the
principal regional livestock fair.

m In practical courses for the creation of wool felt, with women from local
rural communities and staff of the ATADES holiday centre for people with
disabilities, in Martillué (Jaca).

Through these and other events, Ansotana wool has become an intrinsic part
of the local identity in Los Valles Occidentales (the westernmost area of the
Aragonese Pyrenees) and is marketed alongside other designated tourism
products registered in the protected natural area, an initiative that has been
incorporated into the provisions of the European Charter for Sustainable
Tourism in Protect Arts pertaining specifically to the Valles Occidentales
Natural Park.

In 2012, the cooperative framework established with associations in the
Pyrenees won the Working Community of the Pyrenees (CTP) award for
French-Spanish cooperation in the Pyrenees region.

Having achieved these initial results with the first “public presentation” of
Ansotana wool, ACOAN members aimed to develop the product further, and
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a competitive selection-at-source programme was trialled during the 2013
shearing season with a view to improving the qualities of the yarn obtained.

Part of the 400 kilograms of selected wool were processed in 2014, some spun
into yarn and the rest made into batting. Clear improvements were seen in the
quality of the final yarn, with a markedly softer and gentler feel obtained.

The batting was used for a new series of practical training courses with felts
over the course of 2015, again for ATADES staft, who continue to organise
workshops that have proved immensely popular with the centre’s users and with
young monitors involved in social leisure programmes and training workshops
(including the Trastolillo craft events, organised in villages throughout Jacetania
by the regional Department for Youth Affairs).

Ansotana wool has acquired a consolidated social value, becoming part of
the cultural identity of the region, for all that it is under-used as a resource in
its own right. Alongside this cultural significance, however, there is a desire
among producers to harness the wool’s potential as part of a broader portfolio
of extensive ovine exploitation across the whole of the Pyrenees.

The ACOAN website showcases the results of part of this process: balls
and skeins of wool carrying the logo that certifies them as 100% local-breed
products.

THE RISE OF ANSOTANA WOOL
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Ansotana wool yard is being sold provisionally in Anso, with considerable
success, and thanks to the spirit of cooperation that exists between businesses
in the region it has also been sold in the Catalan Pyrenees, raising sufficient
interest to feature in an article in Vogue in January 2015.

The following grade of Ansotana wool is used for the manufacturing of
100% Pyrenean wool jackets: wool sheared in Ansd, washed in Niaux (Ariege,
France), spun in Montagut (Girona) and knitted and sewn in Olot (Girona).

At present, the market for Ansotana wool is still awakening. The future of
ACOAN-produced wool will be tied to efforts to promote the 100% local brand,
linked to an extensive existing system of quality Pyrenean meat production
whose successful sale to end customers attests to the effective construction of
regional relationships over the last few years. @
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Library novelties and news

Diccionari textil llaner.
Referencies il-lustrades

[Wool textile dictionary. lllustrated references]

Sabadell History Museum.
ISBN 978-84-87221-29-3

m Roser Enrich Gregori

This book illustrates the results that can be
achieved when a museum — in this case

the Sabadell History Museum — establishes
collaborative ties with civil society, with the agents
who have played a direct role in the very historical
processes that its exhibits reflect. Since 2004,

the Museum has worked with a grup de teorics,

a group of former wool industry professionals
from Sabadell with specific expertise in textile
theory and techniques. Their involvement in the
sector makes them the ideal witnesses to the city’s
primary economic activity: the manufacturing of
wool fabrics, which has been at the heart of life in
Sabadell for more than 150 years.

In order transmit its knowledge to the
uninitiated, and to leave a legacy for the coming
generations, the group of experts decided to
compile a dictionary of living samples, in which
descriptions of hundreds of fabric samples are
displayed alongside the corresponding images.
This initial idea became the Diccionari textil
llaner [Wool textile dictionary], whose two
volumes — on llaneria (woollen goods, for
ladies’ clothing) and on panyeria (drapery, for
men’s clothing) — bring together and document
the many fabrics present in the sample books
conserved at the Sabadell History Museum,
all of them produced by companies in the city
and independently catalogued by the group of
industry experts.

The book we are concerned with here,
Diccionari téxtil llaner. Referéncies il-lustrades
[Wool textile dictionary. Illustrated references],
reissues the two volumes in a single publication.

The book starts by describing the central role
of the wool textile industry in the history of
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DICCIONARI

textil llaner
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-

Sabadell, from the mid-nineteenth century to

the last decades of the twentieth century. We

are told how important the sample books were
for gaining a competitive edge over rival firms,
hence the great care that was taken to preserve
and document them correctly. The authors refer
to the extensive collection of textile sample books
from local manufacturers — more than 4,000
volumes — that are conserved at the Museum,
and mention the efforts to catalogue this
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enormous selection of textiles that have been in
progress since 2004, led by the group of experts.
We then learn about the motivations for creating
the dictionary and the groundwork that had to be
done to discuss and agree on a series of coherent
terms to be used in the cataloguing process.
Finally, the authors chart the various factors that
have a bearing on the name given to each woollen
fabric.

The book reproduces in its exact form the
original dictionary compiled by the group of
experts: the first page contains drawings of the

78 LIBRARY NOVELTIES AND NEWS

three basic weaves — plain, twill and satin — and
is followed by the photographs of 225 samples,
each displayed next to the name of the fabric and
a close-up image that allows readers to appreciate
the finer detail of the weave. The final section is
an index of the samples.

The initiative launched by the Sabadell History
Museum, to publish this dictionary of living
samples, gives enthusiasts and specialists a work
of reference of unique characteristics, without
which the knowledge of its content would be
restricted to the confines of the Museum itself. m
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Library novelties and news

Modernisme
Art-workshops-industries

m Neus Ribas

On 7 October 2015 the exhibition ‘Modernisme.
Art-workshop-industries’ opened at the Fundacié
Catalunya-La Pedrera. Curated by Mireia Freixa,
the exhibition reinterprets Catalan modernisme
as a phenomenon that reached outside the
disciplinary boundaries of art history, considering
it in the context of the work carried out by a
wealth of workshops, industries and artisans
who produced many of the decorative items and
materials that adorned the homes of the Catalan
bourgeoisie at the turn of the twentieth century.
The catalogue combines articles on general
aspects of modernisme, written by experts
like Mireia Freixa, Pilar Vélez and Teresa-M.
Sala, with more specific pieces on the various

decorative materials represented in the exhibition:

glass, ceramics, wood, iron and, of course,
textiles.

The article by Laura Casal-Valls, Modernisme
i modernismes en les arts de 'agulla, focuses
on the renewal that modernisme brought to
home furnishings and fashion, particularly for
women. Like other currents that influenced the
decorative arts, modernisme imposed a new
aesthetic language that was reflected in the
domestic environment, and sheets, table cloths,
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Art-tallers

blinds, curtains and any number of other items
were designed to match the new furniture of

the period’s bourgeois homes. This required
considerable skill, and Casa Castells, in Arenys de
Mar, is a particularly good example of a workshop
dedicated to the hand-crafting of lace for home
decoration.

In the world of fashion, prestigious couturiéres
such as Joana Valls, Maria Molist and Madame
Renaud, whose creations were intended for the
wealthy Catalan elite, were met with new stores
like EI Siglo, El Barato or El Aguila that brought
about a democratisation of the sector, making
fashion accessible to the middle classes. The
work of the era’s great designers could rightly
be considered artistic, creating clothes that
were truly unique, such as the examples in the
catalogue of the Poiret-style dress and coat, both
by Renaud & Cie, which are conserved at the
CDMT in Terrassa. m
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Impressions du Soleil Levant.
150 ans de relations Alsace-Japon

Exhibition catalogue i
Musée de I'lmpression sur Etoffes de Mulhouse

ISBN: 978-2-36701-047-2

m Assumpta Dangla

The catalogue commemorates the 150th
anniversary of the formal establishment of
friendly relations between Japan and Alsace,
one of the first regions in Europe to engage
directly with Japan in the second half of the
nineteenth century. As early as 1863 merchants
from Osaka had made their first commercial
forays into Europe with a view to establishing
a manufacturing base for the Japanese market,
which demanded the most advanced techniques
of the time. The products were, above all, woollen
muslins for kimonos and winter-weight dresses,
and the new relationship would last for many
years, leaving a profound impression on the
European economy and the arts in general. The
catalogue presents the earliest Alsatian textiles
that introduced a European public to the world
of Japanese decorative forms, novel designs that
played a role in the birth of both Impressionism
and Modernism.

The catalogue is primarily didactic, presenting
a carefully chosen selection of pieces from the
museum’s permanent collections, the Societé
Industrielle de Mulhouse, the Cabinet des
Estampes et des Dessins (Strasbourg), the Musée
Unterlinden and the Bibliothéque Humaniste de
Colmar, and from a variety of other institutions
and private collectors. These are structured
in three blocks. The catalogue opens with an
overview of the European taste for exoticism
and Japanism, describing the influence of private
collections of paintings and decorative arts that
were put together in the era. It continues with
a study of the Japanese influence on Alsatian
printed fabrics, and the first iconographic
decorative themes: naturalism, characteristic
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Japanising motifs (geishas, samurais, cloissonnés,
etc.) and minimalism. It is interesting to see how
Alsatian designers, particularly in Mulhouse,
‘translated’ the Japanese artistic language for
European tastes, producing fabrics of a particular
visual richness. There is also a marked minimalist
current running through the work, giving it a
distinctly modern feel. In the third section, we
find the many and diverse sources of inspiration
for these novel textiles, chiefly magazines and
books on the decorative arts devoted to the
Japanese style.

Moving away from the formal aspects of
the exhibition, the catalogue concludes with
a reflection on the influence that Alsace and
Japan had on one another, looking at the fabrics
produced in France, the flourishing of the export
market, and the competition brought by the new
textile industry in Japan and the impact it had in
the West. The team of the Musée de 'Impression
sur Etoffes has painted a broad picture of this
long-standing, intensely productive and mutually
beneficial relationship between Japan and Alsace.
Though concise, the catalogue contains a wealth
of notes that bring the reader closer to fabrics
that marked a new trend in European textiles
and whose influence is still evident in art today,
with a language that continues to speak through
contemporary design. m
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Photo / Foto:

CUTTING PLAN FOR THE DESIGN OF OUR LADY OF GOOD HEALTH, PRODUCED BY LLUIS MAS GOMIS. SABADELL, 1929. FCR02859
Francesc Casafas Riera/AHS

Carta téxtil amb el dibuix de la Mare de Déu de la Salut. Obra del professor Lluis Mas Gomis. Sabadell, 1929. FCR02859
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Datatextil 34 ARTISTIC FABRICS, UNIQUE PORTRAITS (ll). THE SCHOOL OF INDUSTRIAL ARTS AND CRAFTS, SABADELL
TEIXITS ARTISTICHS. JACQUARDS SINGULARS (Il). LESCOLA INDUSTRIAL D’ARTS | OFICIS DE SABADELL






FERRAN CASABLANCAS. COTTON, 1953. 43.5 X 31.56 CM. MHS 1634 Photo / Foto:
Ferran Casablancas. Coto, 1953. 43,5 x 31,5 cm. MHS 1634 David Gonzalez Ruiz/AHS
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TEIXITS ARTISTICHS. JACQUARDS SINGULARS (I1). LESCOLA INDUSTRIAL D'ARTS | OFICIS DE SABADELL






PRODUCING THE CUTTING PLAN FOR THE PORTRAIT OF LLUIS MAS. JOSEP CUSIDO COLLECTION Photo / Foto
Procés de realitzacio de la carta de Lluis Mas. Col-lecci6é Josep Cusidd © Quico Ortega/CDMT
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CUTTING PLAN FOR THE PORTRAIT OF FERRAN CASABLANCAS. MHS 1636 Photo / Foto:
Carta de Ferran Casablancas. MHS 1636 David Gonzalez Ruiz/AHS
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CUTTING PLAN FOR THE DESIGN BURJASSOT, SEPTEMBER 1933 Photo / Foto:
Puesta en carta dibujo Burjassot, septiembre de 1933 AMS

Datateéxtil 34 THE MONCADA SILK MUSEUM, THE CASE OF THE GARIN FACTORY
MUSEU DE LA SEDA DE MONCADA. EL CASO DE LA FABRICA GARIN






RICA, BROCADE, CDMT, TERRASSA, 386 (DETAIL) Photo / Foto:
Espolin Rica. Centre Documentacioé i Museu Textil de Terrassa 386 (detalle) © Quico Ortega/CDMT

Datatextil 34 THE MONCADA SILK MUSEUM, THE CASE OF THE GAR[N FACTORY
MUSEU DE LA SEDA DE MONCADA. EL CASO DE LA FABRICA GARIN






MOURNING DRESS FOR A CHRISTENING, ARENYS DE MAR MUSEUM (DETAIL) Photo / Foto:
Vestit de bateig de dol, Museu d'Arenys de Mar (detall) Irene Masriera

Datatextil 34 THE ROLE OF CLOTHING IN RITES OF PASSAGE
LA INDUMENTARIA EN ELS RITUS DE PAS






WEDDING DRESS, 1920S. CARMEN VINAS-LUARCA DE L'AVIA COLLECTION (DETAIL) Photo / Foto:
Vestit de ndvia dels anys vint. Col-leccié Carmen Vinas-L'Arca de I'Avia (detall) Irene Masriera
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PRINTED SILK FABRICS FROM THE PONSA HERMANOS SAMPLE BOOK, MEPM 5861 (C. 1920) Photo / Foto:
Teixits de seda estampada del mostrari de Ponsa Hermanos MEPM 5861 (c. 1920)

Esther de Prades Maria
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ORIGINAL DESIGN BY LEON KITTLER, MEPM 2564 (1921) Photo / Foto:
Disseny original de Léon Kittler, MEPM 2564 (1921) Esther de Prades Maria

it iy,
/
/£

"]

4

Datatextil 34 THE ROARING SILK YEARS
ELS BOJOS ANYS DE LA SEDA






ORIGINAL DESIGN, ANONYMOUS MEPM 2055

0000. co :
@

I

Datateéxtil 34






PRINTED SILK FABRIC FROM THE PONSA HERMANOS SAMPLE BOOK, MEPM 5861 (C. 1925) Photo / Foto:
Teixit de seda estampada del mostrari de Ponsa Hermanos MEPM 5861 (c. 1925)

Esther de Prades Maria
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ORIGINAL DESIGN FROM LA SEDERA FRANCO-ESPANOLA, MEPM 5113 (C. 1920) Photo / Foto:
Disseny original de La Sedera Franco Espafola, MEPM 5113 (Circa 1920) Esther de Prades Maria
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Fotografia de Ricardo Compairé
Escartin. Fototeca de la Diputacié

de Huesca.

El despertar de la lana ansotana

por ISABEL MADRIGAL MIR
Agente de Empleo y Desarrollo Local Comarca de la Jacetania

imadrigal@jacetania.es; www.jacetania.es

En pleno corazén de los Pirineos Aragoneses, en los valles de Ans6 y Hecho se
encuentra el origen de la raza ovina ANSOTANA.

En el Medievo, la lana formaba parte de la vida cotidiana de la gente, de sus
vestimentas tipicas. Estos trajes, de origen medieval, son objeto hoy en dia de un
gran acontecimiento cultural, de interés nacional; el ultimo domingo del mes de
agosto.

El despertar de la lana ansotana ha ido de la mano de la colaboracién de
diversos agentes y organismos sociales del entorno rural pirenaico en el que
se crian las ovejas ansotanas. Partiendo del interés de los propios ganaderos
de ovino ansotano, agrupados en una asociacién (ACOAN), por poner en
valor la lana de sus ovejas, éstos contaron desde un primer momento, con el
asesoramiento de técnicos de la Comarca de la Jacetania asi como con el apoyo
del programa Leader de desarrollo rural, ADECUARA.

Sin embargo, a esta dimensidn local de la revalorizaciéon de la lana se suma,
desde un principio, la dimensién internacional puesto que el despertar de la
lana ansotana, estd intimamente vinculadas a las relaciones transfronterizas
establecidas y mantenidas con varias asociaciones pirenaicas francesas,
catalanas y europeas, en concreto con ATELIER lanas de Europa.

EL DESPERTAR DE LA LANA ANSOTANA
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Desde 2010 la lana ansotana forma parte de la Exposicion europea “Wools of
Europe/Laines d’Europe”, cuya inauguracion tuvo lugar en Paris y actualmente
tiene su sede en Biella (Ttalia).

A partir de ese momento y gracias a la colaboraciéon econémica del programa
LEADER de ADECUARA y al apoyo de la Comarca de la Jacetania, se inici6 un
proceso de investigacion y desarrollo sobre las posibilidades de la lana.

La produccion y comercializacion de la lana ansotana fue objeto en 2010 de
un estudio para la realizacion de la memoria de practicas para el Master en
Espacios Naturales Protegidos, en Madrid, por parte de Julia Gladiné, poniendo
en evidencia la nula valorizacion de esta lana.

Con motivo de evaluarla de forma empirica, en el afio 2010, se enviaron 90 kg
de lana ansotana a transformar al pirineo francés, a una de las pocas hilaturas
familiares que quedan en el macizo. De este modo, por primera vez se obtuvo
hilo de lana ansotana producido a maquina. Con el hilo obtenido se realizaron
algunas pruebas, tintes naturales, chales tejidos manualmente. Sin embargo,
tanto el rendimiento del lavado de la lana en Francia como las caracteristicas
del hilo, encaminaron el proceso hacia una necesaria seleccién de la lana

EL DESPERTAR DE LA LANA ANSOTANA
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en origen. Paralelamente al proceso técnico de transformacion, la puesta en
valor de la lana ansotana ha ido adquiriendo un pequeno espacio en los foros
transpirenaicos de desarrollo local, siendo el inaugural el primer encuentro
transpirenaico y transfronterizo de profesionales vinculadas con la lana, en
Bagneres de Bigorre, Francia, en 2011, iniciando una estrecha relacién con
asociaciones pirenaicas francesas vinculadas a la revalorizacion de la lana de sus
razas ovinas autdctonas.

A escalalocal y a partir de 2011 la lana ansotana se convierte en elemento
imprescindible:

men el estan de la asociacion de ganaderos, ACOAN en la principal feria
ganadera de la Comarca.

m En la realizacion de cursos de transformacion de la lana en fieltro con
colectivos de mujeres rurales y técnicos del centro de vacaciones para
personas con discapacidad de ATADES, Martillué (Jaca).

De este modo la lana va haciéndose un hueco en la identidad local de Los Valles
Occidentales, como promocion de productos turisticos especificos relacionadas
con el espacio protegido, siendo una de las medidas incluidas en la Carta
Europea de Turismo Sostenible del Parque Natural de los Valles Occidentales.

En el afio 2012, la cooperacion establecida con asociaciones Pirenaicas es
objeto del premio de la Comunidad de Trabajo de los Pirineos a la colaboracién
pirenaica franco/espaiiola.

EL DESPERTAR DE LA LANA ANSOTANA
3





Datatextil 34

Chal azul realizado con lana
perteneciente a la exposicion
“Wools of Europe/Laines d'Europe”

EL DESPERTAR DE LA LANA ANSOTANA
a

Presentacion de la lana
ansotana hilada y en napa en
la Feria de Expoforga 4y 5 de
mayo 2011.

Presentacion de las piezas
realizadas en el curso de fieltro;
festival PIR de las culturas, Ans6
2y 3 de julio de 201.
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Tras todos estos resultados de la primera “puesta en escena” de la lana
ansotana, desde ACOAN, se quiere ir mas alld y se organiza un curso de
seleccion de la lana en origen, durante el esquileo en 2013 con objeto de mejorar
las caracteristicas del hilo obtenido.

Parte de los 400 kg de lana seleccionada en origen han sido transformados en
2014, parte en hilo, parte en napa, observandose una clara mejoria en la calidad
del hilo obtenido, esencialmente en la suavidad y en la reduccidn de efecto
“picor” del mismo.

Con la napa se han realizado nuevos cursos de formacion de fieltro, a lo largo
de 2015, de nuevo para técnicos de ATADES, que siguen desarrollando talleres,
muy apreciados por sus usuarios/as, as6 como con jovenes dinamizadores
dentro de un proyecto de animacion social y a través de talleres de formacion;
como los de Trastolillo, realizados en varios pueblos de la Comarca por el
Departamento de Juventud.

De este modo la lana ansotana va afianzando su aptitud social y de puesta
en valor de un recurso infrautilizado pero que forma parte de nuestro bagaje
cultural. Sin embargo, mas alld de la faceta cultural, la revalorizaciéon de la lana
ansotana tiene la vocacion de formar parte de la carta de presentacion de un
sistema de produccién ovina extensiva del Pirineo.

En la pagina web de la asociacion ACOAN se puede ver el resultado de parte
de dicha transformacién, en formato de ovillo y madejas de lana, que cuenta
ademads con el logo de producto de raza local 100%.

EL DESPERTAR DE LA LANA ANSOTANA
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El hilo de lana ansotana, esta siendo vendido en Anso, a modo de prueba, con
gran éxito. Fruto de las colaboraciones pirenaicas, la lana ansotana también se
ha vendido en el pirineo cataldan y aparece en un articulo de la revista VOGUE
de enero de 2015.

La siguiente seleccion de lana ansotana estd destinada a la elaboracion de
chaquetas 100% pirenaicas; lana producida en Anso, lavada en Niaux (Ariege,
Francia); hilada en Montagut (Girona) y tricotada y confeccionada en Olot
(Girona).

Hasta la fecha la lana ansotana no ha hecho mas que despertar. El futuro de la
lana de ACOAN pasa por contribuir a la imagen de raza local 100%, vinculada
a un sistema extensivo de produccion de carne pirenaica de calidad, cuya puesta
en valor a través de productos acabados es tributaria de las relaciones pirenaicas
establecidas a lo largo de estos tltimos afos. ®

EL DESPERTAR DE LA LANA ANSOTANA
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Il-lustracié de la revista espanyola
La Moda Elegante (MB).

Intimitat. La fragilitat d’un concepte
en constant mutacio

per JoAN MAYNE 1 AMAT i NURIA SADURNI I PUIGBO

La historia de la roba interior esta estretament vinculada a I’evolucié de la moda
i de les tendeéncies estétiques, als avengos tecnologics i a I’aparici6 de nous teixits
pero, sobretot, esta indissolublement lligada a la transformacio de la societat i
de les mentalitats. Es dificil, per exemple, entendre la popularitzacié de peces
de roba intima, com el sostenidor o les mitges, obviant 'important paper que
hi tingué I'esclat de la Primera Guerra Mundial. Resulta també imprescindible
tenir en compte la revoluci6 social i el canvi de valors que suposaren els
moviments hippy, pacifista, feminista, gai... que visqué Occident a 'entorn
del maig de 1968, per entendre el rebuig de les noves generacions a I'estetica
tradicional i a I's de roba interior.

Una ullada rapida a la historia recent permet veure com l’aparicio o la
desaparicio6 de les principals peces de roba intima sempre han anat de la
ma d’importants esdeveniments economics, politics, socials i ideologics. I
aquesta és, precisament, la premissa fonamental de qué parteix l'exposicié

INTIMITAT. LA FRAGILITAT D'UN CONCEPTE EN CONSTANT MUTACIO
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Publicitat del 1913 de la marca
Dr. Rasurel (MB). La roba interior
masculina tenia, basicament,
una funcié de proteccio i higiene.
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Intimitats. Roba interior del segle x1x al xx1 produida pel Museu de Badalona en
collaboracié amb I’Oficina de Patrimoni Cultural de la Diputacié de Barcelona.
Una mostra, inaugurada el 26 de febrer del 2015 al Museu de Badalona, que
fins al mes de desembre del 2017 itinerara per diversos museus de la Xarxa de
Museus Locals de la Diputacid.

A Texposicio, la roba interior esdevé un pretext per aprofundir en I'evolucié
de la societat i d’allo que entenem per intimitat, un terme que sempre ha estat
relacionat amb la indumentaria intima, ja que és la mateixa societat la que
marca la fina linia que separa el que és privat i secret, del que pot compartir-se i
exhibir-se sense perill de contravenir cap norma moral i civica.

Des de la primera societat burgesa i capitalista dels inicis del segle x1x
fins a l'actualitat, la mostra, estructurada en sis ambits, ressegueix els grans
esdeveniments que han contribuit a transformar la mentalitat de la nostra
societat i de retruc també la indumentaria intima. I, sobretot, com s’ha
transformat el concepte d’intimitat. Per a una senyora de comen¢aments del
segle x1x, el secret i la privadesa comencava al turmell... De fet, ensenyar
aquesta part del cos hauria estat una exhibicié impudica i un auténtic mal
trangol social. Una situacié que ara ens sembla ridicula i desproporcionada i
que no té res a veure amb el grau d’exhibicionisme que vivim al segle xx1, on
mostrar parts del cos o exhibir la roba interior, ha esdevingut normal. D’altra
banda, les diferents formes d’entendre la intimitat i els matisos locals i socials
propis del tombant del segle x1x res tenen a veure amb el concepte globalitzat i
homogeni que s’ha estés avui gracies a les xarxes socials. Un canvi substancial
de mentalitat que ha acabat reduint el camp de la intimitat fins practicament
fer-lo desapareixer. Que ha passat durant aquests dos segles? Quines raons
justifiquen aquesta transformaci6 tan radical de la forma d’entendre el que és
intim del que no ho és?

INTIMITAT. LA FRAGILITAT D'UN CONCEPTE EN CONSTANT MUTACIO
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Retrat d'una dona amb mirinyac
de I'any 1868. Museu de
Badalona. Arxiu Josep Maria
Cuyas Tolosa.

La intimitat encotillada de la societat burgesa

Fins fa relativament poc, la moda, ja fos exterior o interior, afectava
exclusivament les dones. De fet, les grans transformacions de la indumentaria
intima tenen molt a veure amb els canvis del paper social del génere femeni.

Els primers indicis de transformacio6 cal buscar-los a finals del segle xvi1
amb la revoluci6 industrial. El paper principal en aquest nou model va
correspondre a la burgesia que es converti en la classe dirigent, amb la
introducci6 de noves formes de govern —la democracia parlamentaria—, nous
sistemes de produccio, noves formes de lleure i, també, una nova forma de
vestir. Es comenca a desenvolupar una estricta etiqueta social que marcava les
pautes del comportament i la indumentaria adequada per a cada ocasié. Aixi,
entre les classes benestants comenca a popularitzar-se el costum de canviar-se
de vestit al llarg del dia (vestits d’estar per casa, d’anar de visita, de passejar...)
com una forma d’exhibicié del propi prestigi.

Encara que la mentalitat de les noves elits es podria considerar progressista
en molts aspectes, no ho era pel que fa al rol de la dona, que no tan sols veia
restringit a la llar el seu ambit d’actuacio, siné que assumia socialment, ella
sola, tota la carrega ornamental de la familia, responsabilitat que, en I'antic
regim, havien compartit homes i dones. Aquesta era la primera gran diferencia
respecte al model anterior. Chome burges opta per una roba comoda i funcional
(pantalons llargs, calgotets i samarreta interior...) que li permetia treballar. La
dona burgesa, en canvi, havia de destacar per la seva indumentaria espectacular,
luxosa, variada, cosa que equivalia a recarregada, incomoda i poc practica. Es

INTIMITAT. LA FRAGILITAT D'UN CONCEPTE EN CONSTANT MUTACIO
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Tot i la progressiva desaparicié dels
mirinyacs i les crinolines, a I'entorn
del 1900, la roba interior femenina
continuava sent complexa i forca
incomoda. Maniguf amb samarreta
interior, cotilla, tapacotilles, calces
femenines i mitges, que forma
part de I'exposicié Intimitats. Roba
interior del segle xix al xxi del
Museu de Badalona.

I’¢época de crinolines, mirinyacs, polissons, enagos i, sobretot, de les cotilles,
pedra angular de l'estetica femenina durant tot el segle x1x i principis del xx. Es
desenvolupa un ampli repertori de roba interior destinada a protegir “la virtut”
de les dones, a I’entorn de les quals es construeix el concepte d’intimitat.

Una altra caracteristica del model burges fou la capacitat de fer-se extensiu
al gruix de la poblacio, sobretot perque era un sistema obert que no es basava
en el llinatge, sin6 en el talent i la capacitat de I'individu. Fins aleshores, els
comportaments de les classes privilegiades eren exclusius dels seus membres. A
partir d’aquell moment, i per primera vegada, el que es dictava com a norma no
tan sols es podia siné que s’havia d’imitar.

A partir de la segona meitat del segle x1x, la creixent industrialitzacid,
el naixement de la classe obrera assalariada, la incorporacié de la dona a
les fabriques i 'augment de produccié afavoriren aquesta popularitzacio i
propiciaren l’aparicié d’un nou fenomen: el consum de masses. Tothom podia
seguir l’estil de la burgesia ja que s'oferia a bon preu una amplia gamma de
productes, que es venia a botigues i grans magatzems. Una estetica —ara ja
convertida en moda— que es difonia a partir de les revistes il lustrades, que
tothom —sobretot les dones— s’afanyava a seguir, malgrat les seves innegables
incomoditats. Aixi, les dones que a la fabrica vestien de forma comoda,
procuraran, tanmateix, seguir la moda en les aparicions publiques, tal com
veiem en nombrosos retrats d’aquest periode.

H la\h:-lc]o_'~

de las medias

Publicitat del sabo Persil per rentar mitges,
de la década del 1920. Les mitges foren una
de les peces interiors que més evoluciona
després de la Primera Guerra Mundial,
coincidint amb I'escurgament de les faldilles
femenines.

INTIMITAT. LA FRAGILITAT D'UN CONCEPTE EN CONSTANT MUTACIO
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Cartells de publicitat del sostenidor
Kestos, dels anys trenta del segle
xx. Aquesta marca americana

fou la primera en utilitzar copes
modelades per subjectar el pit,
augmentar-lo i reafirmarlo.

W e TaT i AT g

La intimitat al descobert del segle xx

Tot aquell vestuari intim sobrecarregat desapareixera quan ho faci també
el model de dona estatica i ornamental que representava. Caldra, pero, una
profunda crisi, com la que generara la Primera Guerra Mundial (1914-1918),
perque el canvi sigui possible. En abséncia dels homes, que havien marxat al
front, les dones es van veure obligades a assumir unes majors responsabilitats,
esdevingueren part activa de la societat i guanyaren una visibilitat que mai fins
aleshores havien tingut. Les seves noves responsabilitats i el seu nou paper actiu,
pero, requerien una major comoditat. En aquest context no hi havia lloc per a
les faldilles llargues, ni tampoc per a la cotilla. La pega que fins a aquell moment
havia estat imprescindible per a qualsevol dona respectable, esdevingué una
nosa que dificultava la llibertat de moviments i d’acci6é que reclamaven les dones
en aquella nova etapa. Era, a més, una peca que s’havia de confeccionar amb
materials, com l'acer, que s’havien convertit en imprescindibles. Aixi, el 1917, el
govern america va demanar a les dones que s’abstinguessin d’utilitzar cotilles
per estalviar les reserves d’acer del pais. La mesura fou un éxit: es van recollir de
28.000 tones de metall que es destinaren a la fabricacié de material de guerra.
Sobria d’aquesta forma una escletxa que moltes dones no van dubtar a aprofitar.

La desaparici6 de la cotilla anava molt més enlla d’un canvi estetic, suposava
també un canvi d’actitud moral. Portar cotilla era sinonim de comportar-se de
forma decent, en tant que la dona que la duia no podia ni vestir-se ni despullar-
se sola. Amb l'expulsié de la cotilla del seu guarda-roba interior, la dona no
tan sols recuperava mobilitat, sind també el domini del propi cos. Aquests
importants canvis es reflectiren, logicament, en la roba interior femenina. En el
cas dels homes, caldra esperar encara molts anys perqueé comencin a trontollar
les bases sobre les quals sassentava l'estereotip masculi.

En els anys posteriors, sera majoritariament la dona la que veura créixer
o disminuir el seu grau de llibertat en funcié del context social, politic o
econodmic, i amb ell veura com es modifica el grau de control sobre el seu cos i
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> A I'Espanya del franquisme es

va potenciar novament la costura
com a part de la formacié de les
futures mestresses de casa. Grup
de noies que anaven a aprendre a
cosir a ca laTeresina, del carrer de
Cadis, de Badalona a I'entorn del
1950. Museu de Badalona. Arxiu
d'Imatges. Fons I'’Abans. Col-leccié
familia Vives Ribo.

» |l-lustracio de Peter Driben de
I'any 1953 titulada First Mate.
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Manifestacié per a la defensa
dels drets dels homosexuals
a Nova York, 1976.

Fotograf: Warren K. Leffler.
Biblioteca del Congrés

dels Estats Units.

Manigui masculi que tanca
|'exposicio Intimitats. Roba interior
del segle xix al xxi. En els darrers
anys els homes han entrat de ple
en el mén de la moda intima que
ara ofereix una amplia gama de
propostes per al public masculi,
fins i tot conjunts de llenceria, amb
sostenidors o bodies.

-
Ard
b

el seu aspecte. Per exemple, mentre als Estats Units es potencia un nou model
de dona més sensual i erotitzada, que es veura potenciada gracies al cinema i
al naixement de I'star system, a I’Estat espanyol, passa tot al contrari. Durant
40 anys, el franquisme, en virtut d’'una doctrina masclista i profundament
conservadora inspirada pel nacionalcatolicisme, condemna les dones a I’ambit
domestic, les aparta del moén laboral, de 'ensenyament o de I'oci, i les sotmet
a una rigida observanca moral que condicionara tant el seu comportament
com la seva indumentaria. Es fa evident que la roba intima és el mirall del seu
entorn directe. També passa avui dia: en aquest cas pero, la norma és la maxima
tolerancia i I'absoluta permissivitat, les reticéncies morals s"Than amagat sota la
catifa, pero han aparegut uns interessos més poderosos i for¢a més lucratius,
com son el consumisme i el culte a la propia imatge corporal.

El mén masculi, que havia evolucionat molt poc pel que fa a I’s de la roba
interior, més enlla de veure com s’anaven escurcant els calgotets i desapareixia
la roba de cos sencer, va viure una important transformacié a partir de la
década dels seixanta. El context de revolta i de reivindicacio6 (dret a l'objeccié de
consciéncia, a la llibertat sexual...), del qual participen sobretot els col-lectius
homosexuals, canvia ’estereotip masculi, i a partir d’aquell moment I’home
participa del mén de les intimitats. Aixi, pot fugir del paper on la societat el
té encasellat i guanya una llibertat d’accié que també es reflecteix en el tipus
de roba interior que utilitza, que ja no cal que sigui només funcional. Chome
guanya, doncs, el dret a la diferencia, perd queda, com la dona, atrapat en
l'esclavitud consumista de la qual ja no podra fugir.

La moda és capag, no tan sols d'aprofitar les idees que arriben del carrer per
transformar-les en models, sind també de subvertir definitivament els escripols
masculins de formar-ne part, tal com evidencia el creixement dels seguidors
del seus dictamens sota I'impacte de la globalitzacié: homes i dones de totes les
edats, llocs i condicions, disposats a exhibir, vendre o amagar la seva intimitat al
so de la musica que marquin les tendéncies i els mitjans de relacié social. ®
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1 DUNCAN, Isadora, El arte
de la danza y otros escritos,
ed. José Antonio Sdnchez,
Akal, Madrid, 2003 (Fuentes
de Arte, 19), p. 92.

2 Ibid., p. 120.

Isadora Duncan i la moda:
revival classic i modernitat

per NURIA ARAGONES R1U,
beca postdoctoral Universitat de Barcelona.

Dins el context de canvis profunds a tots nivells que s'esdevenen en el primer
quart del segle xx, la ballarina Isadora Duncan fou una de les figures clau que,
en ’ambit artistic, van abanderar la voluntat de renovacid i d’alliberament de
les convencions tradicionals i conceberen una nova idea de modernitat. Per tal
de construir les bases de la dansa moderna, Duncan dirigi la mirada a la natura
i al passat classic greco-roma; alli on romanen els valors intemporals i 'emocié
genuina que la ballarina buscava a través del moviment espontani. El retorn als
referents classics fou un denominador comu en gran nombre d’artistes propers
a Isadora, com els francesos Maurice Denis i Antoine Bourdelle o el catala Josep
Clara, amb qui la ballarina mantingué una sentida amistat. Les reminiscencies
greco-llatines estigueren igualment presents en les arts decoratives i la moda,
amb la revifalla dels estils Directori i Imperi, aixi com en les arts escéniques,
com per exemple en els influents Ballets Russos o en les obres que interpreta el
gran actor Mounet-Sully a la Comédie-Frangaise. Cal recordar, d’altra banda,
que al tombant del segle xx la nocié “d’art total” estava a 'ordre del dia, i que
'evolucié dels nous estils artistics no es pot entendre sense aquesta confluencia
entre les arts de 'espectacle, la pintura, I'escenografia, la il lustracio, les arts
decoratives i ben especialment la moda, que tingué un paper decisiu en la
transicio de PArt Nouveau a ’Art Deco.

En aquesta conjuntura artistica, la ballarina Isadora Duncan es dedica en
cos i anima a la recerca dels valors de veritat i bellesa en la dansa moderna,
i aixi es féu palés en el seu innovador vestuari, que adopta tant a dins com a
fora dels escenaris. Dotada d’una forta personalitat propia, Isadora desafia les
convencions socialment imposades en cada aspecte de la seva vida. La sinceritat
i la simplicitat del moviment troba el seu equivalent en una vestimenta
minimalista, composada d’una tinica o d’un vel semi-transparent que deixava
entreveure el cos nu de la ballarina. Lactitud de respecte envers les formes
naturals del cos és un aspecte fonamental de I’ideari d’Isadora:

“La belleza de la forma humana no es casualidad. No se la puede
cambiar mediante el vestido. [...] La forma humana no estd y no

puede estar a merced de la moda o del gusto de una época, por lo
que la belleza de la mujer es eterna”.!

Isadora critica durament l’artificiositat amb que es vesteixen les ballarines
tradicionals, encotillades i “presoneres del mallot™?, obligades a repetir una

i altra vegada els mateixos gests mecanics sobre les antinaturals puntes de
sabatilla. La nova dansa lliure havia de passar doncs per la renovacié del
vestuari, confeccionat amb teles fluides i ondulants que permetessin la llibertat
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3 LAFFON Juliette, PINET del moviment natural. Inspirant-se en la iconografia de la ceramica grega antiga
giﬁﬁ;igﬁi‘f{g i en l'escultura greco-romana, estudiades amb apassionada dedicacié al British
Duncan (1877-1927): une Museum, al Louvre o en els seus viatges a Atenes?, Isadora rebutja el tutd, les
sculpture vivante, Musée sabatilles i les tradicionals mitges color salmo¢ i adopta vels i tiniques classiques
Bourdelle, Paris, 2009, p. 308. sobre cames i peus nus:

4 Ibid. p. 139.
<« .
Nunca se me ha pasado por la cabeza envolverme en ropajes
incomodos o atar mis muslos y envolver mi garaganta, porque
sacaso lo que pretendo no es fundir cuerpo y alma en una sola
imagen unificada de belleza?™

Les tuniques lleugeres d’inspiracio classica apellaven doncs a aquesta idea
unificada de bellesa intemporal i veritable que la ballarina aspirava a copsar
amb el seu art. [Fig. 1]

ELVIRA, MUNCHEN.

Fig. 1. Isadora Duncan interpretant
Iphigénie en Tauride de Glick, 1904,
fotografia Atelier Elvira (Munic),

© Bibliotheque national de France,
département Arts du Spectacle,
ASP 4-ICO PER-8426 (1).
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5 Vegeu STEELE, Valerie
(ed.), Dance and Fashion, Yale
University Press- Fashion
Institute of Technology, New
Haven- Nova York, p. 23 i ss.
6 Vegeu la monografia de
DOWNER, Lesley, Madame
Sadayakko: the geisha who
bewitched the west, Gotham
books, Nova York, 2004.

7 DUNCAN, Isadora,

Mi vida, Salvat, Barcelona,
1995, p. 83.

8 OSMA,Guillermo de,
Mariano Fortuny: his life and
work, Aurum Press, Londres,
1980, p. 132.

9 Per a un desenvolupament
més ampli d’aquesta qiiestio
vegeu ARAGONES RIU,
Nuria, “Fl classicisme com

a signe de modernitat en la
indumentaria al tombant del
segle xx”, en Lligams entre
tradicié i modernitat. Noves
interpretacions al voltant

del mon classic, ed. Grup

de Recerca GRACMON,
Universitat de Barcelona,
p.9-29.

10 Veure DUNCAN, Isadora,
Mi vida, op. cit., p. 81.

11 Per exemple, 'arquitecte
Edward William Godwin

fou nomenat director del
Departament de Moda de
Liberty 'any 1884. Vegeu
ANSCOMBE, Isabelle, Arts
& Crafts Style, Phaidon Press,
Londres, 1996, p. 158. Durant
el seu affair amb la célebre
ballarina Ellen Terry, Godwin
tingué un fill, Edward
Gordon-Craig, figura cabdal
de la revolucio escénica de

les avantguardes i gran amor
tumultuds d’Isadora Duncan.
12 DUNCAN, Isadora,

Mi vida, op. cit., p. 70.

13 Veure illustracions
reproduides a
LAMBOURNE, Lionel, The
Asthetic Movement, Phaidon,
Londres, 1996, p. 77 i p. 130.

Isadora Duncan no fou pero ni la primera ni la tinica ballarina en
revolucionar els paradigmes estetics de la dansa’. Cal citar el precedent de la
nord-americana Loie Fuller (1862-1928), que ja experimenta amb la simbiosis
entre vestuari i moviment corporal, vestint-se amb tuniques amples de manigues
molt obertes on afegia extensions que propiciaven un efecte “ales de papallona”
amb el moviment. Una altra figura molt admirada per Duncan fou l'actriu i
ballarina japonesa Sada Yacco® (Sadayakko Kawakami 1871-1946) que triomfa
a Europa precisament de la ma de Loie Fuller. Isadora la descobri en el seu
primer viatge a Paris durant I'Exposicié Universal de 1900 i a les seves memories
relata amb entusiasme com assistia nit rere nit al seu espectacle.” Igualment
contemporania d’Isadora, I'americana Ruth Saint Denis (1879-1968) destaca pel
seu afany de trencar amb les convencions del ballet tradicional, tot i adoptant
una tendéncia oriental marcada per 'excés i 'exotisme, que de fet es contradiu
amb la recerca minimalista de Duncan. En el panorama artistic i teatral del
primer quart de segle cal citar també la importancia dels Ballets Russes, que
arriben a Europa el 1909 de la ma de Serge Diaghilev. El espectacles del jove
coreograf Michel Fokine i el vestuari de Leon Bakst es caracteritzaren per un
marcat orientalisme que feia furor al Paris de pre-guerra, perd introduiren
també la reinterpretacié de models greco-llatins en els anomenats “ballets grecs”
com Narcis (1911), Daphnis et Chloé (1912) i LAprés-midi d’un Phaune (1912). En
aquestes obres es posa de manifest la influencia d’Isadora Duncan, que Bakst i
Fokine havien vist en la gira que la ballarina féu a Russia 'any 1906.%

Aquesta revifalla estética de I'antiguitat classica, que la historiografia francesa
bateja amb el terme “anticomania”™, va impregnar no tan sols les belles arts i
'espectacle sind també la moda, precisament en el moment en queé ’alta costura
sestava constituint com a industria. Ho veiem en diversos passatges de les
memories d’Isadora, en queé descriu la seva indumentaria de carrer: gairebé
sempre un vestit lleuger, normalment blanc i de tall Imperi, que complementava
amb sandalies de tipus grecoroma i amb barrets Liberty."” La casa fundada per
Arthur Lasenby Liberty el 1875, inicialment especialitzada en la importacié
d’arts decoratives provinents del Japd, esdevingué ben aviat una botiga de moda
de referéncia gracies a la col-laboracié amb dissenyadors, arquitectes i artistes
vinculats als moviments Arts & Crafts i Art Nouveau que experimentaven en
I’ambit textil." Lestil reformador i estetitzant de les tiniques i altres peces de
Liberty s'adequava perfectament als gustos d’Isadora, que mirava vers el passat
per trobar una proposta moderna i innovadora. D’altra banda, la casa Liberty
hauria collaborat amb la celebre escriptora i il-lustradora de llibres infantils
Kate Greenaway (1846-1901), tot confeccionant alguns dels vestits que apareixen
en els seus dibuixos. En un episodi molt tempra de les memories, quan encara
deuria ser una adolescent, Isadora es descriu a si mateixa portant un vestit de
mussolina blanca “Kate Greenaway” i un barret de palla'>. No ens costa pas
gaire d’imaginar-nos la jove ballarina com una de les encantadores criatures
abillades en vestits vaporosos i senzills, de cintura alta i maniga curta bufada
neoclassica, que poblen les il-lustracions de Kate Greenaway a I"altim quart del
segle x1x."

Uns anys més tard, als volts 1909, es produia I'encontre entre Isadora i Paul
Poiret (1879-1944), el modista més influent del moment, portador del nou aire
de modernitat a qué aspirava la societat artistica parisenca:
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14 DUNCAN, Isadora,

Mi vida, op. cit., p. 251.

15 Veure per exemple el vestit
“Joséphine”, 1907, seti i tul
de seda, conservat a Les Arts
Décoratifs, Paris, Col-leccid
UFAC.

16 POIRET Paul, Vistiendo

la época, Parsifal Ediciones,
Barcelona, 1989, p. 143.

17 Poiret descriu la festa en
les seves memories i fa esment
del ball que Isadora improvisa
a partir d’una aria de Bach.
POIRET Paul, Vistiendo...,
op. cit., p. 140.

18 Les fotografies dels

dos vestits es troben
reproduides a KODA, Harold
i BOLTON, Andrew, Poiret,
Yale University Press-
Metropolitan Museum of Art,
Nova York- New Haven, 2007,
p. 74-75.

19 DUNCAN, Isadora,

Mi vida, op. cit., p. 275.

20 DUNCAN, Isadora,

Mi vida, op. cit., p. 282.

21 Fotografia de Otto, datada
de gener 1913, conservada

al Museu Bourdelle (Paris),
reproduida a LAFFON
Juliette, PINET Héléne,
CANTARUTTI Stéphanie
(ed.), Isadora Duncan...,

op. cit.,, p. 224.

22 Mariano Fortuny crea el
vestit Delfos entorn de 1907,
i’anomena aixi per la seva
inspiracié en la indumentaria
de I’Auriga de Delfos,
escultura d’época Arcaica
datada de 450 aC. Es tracta
d’un vestit-tinica de seti de
seda finament prisada, amb
un caient natural des de

les espatlles. Veure OSMA,
Guillermo de, Mariano
Fortuny, arte, ciencia y disefio,
Ollero y Ramos, Madrid,
2012, p. 140.

23Isadora hauria descobert
les creacions de Fortuny en
el seu viatge a Venecia entre
els anys 1909 i 1910. Veure
LAFFON Juliette, PINET
Héléne, CANTARUTTI
Stéphanie (ed.), Isadora
Duncan..., op. cit., p. 269.

24 Irma Duncan porta un
Delfos a la boda d’Isadora

“Por primera vez visité entonces a un modisto de moda, y cai en

la seduccion fatal de las telas, los colores y las formas. E incluso

de los sombreros. Yo, que habia llevado siempre una pequena
tinica blanca, de lana en invierno y de tela en verano, sucumbi a la
tentacion de lucir los més bellos vestidos. Solo tenia una excusa. El
modisto no era un modisto cualquiera sino un genio: Paul Poiret,
que vestia a una mujer como si creara una obra de arte.”

El gran couturier proposava vestits-tinica sense cintura i alliberava el cos
femeni de ’'antinatural cotilla. Tot i ser celebre per la seva esteética orientalitzant,
Poiret crea nombrosos models d’inspiracié neoclassica que remeten als vestits
de tall Imperi de Josefina Bonaparte.”® Aixi ho plasma el prolific il-lustrador
Paul Iribe en I'album Les Robes de Paul Poiret que servi com a cataleg de

luxe de la collecci6 de 1908. Isadora mantingué una estreta amistat amb el
modista i fou la seva consellera en temes estetics en diverses ocasions.' D’altra
banda, la ballarina tingué un gran protagonisme en l'espléndida festa tematica
organitzada pel modista el 20 de juny de 1912 al Pavellé Butard, on els convidats
emularen personatges mitologics dels ballets de Lluis XIV."” El Museu de la
Ciutat de Nova York conserva una tunica curta de tons verdosos, per a la qual
Poiret s’inspira en el quit6 grec masculi, que es podria correspondre amb la que
Isadora portava aquella nit. El mateix museu conserva un altre vestit del modista
frances, realitzat en seda color ivori i brodat amb un motiu de greques al bust
ial’escot, que certament va pertanyer a Isadora.'” Poiret fou un dels primers
couturiers que incorpora linies comercials de cosmetica i decoraci6 a la seva
marca d’alta costura, englobant aixi el disseny de tots els aspectes del lifestyle de
la dona moderna. Fou ell mateix qui decora una habitacié de la casa de Duncan
a Neuilly amb cortines de vellut negre que es reflectien sobre miralls daurats, un
tapis negre i un divan amb grans coixins de teles orientals que donaven un aire
misterios i fantasmagoric a I'estanca.’” El modista també hauria dissenyat vestits
per a Deirdre, filla natural d’Isadora, amb molts ornaments i brodats.?

D’altra banda, en una fotografia® on apareix la ballarina amb els seus dos
infants en bragos, es pot veure la petita Deirdre abillada amb el que podria ser
la coneguda tunica Delfos** de Mariano Fortuny i Madrazo (1871-1949). La
ballarina fou gran admiradora del polifacetic artista espanyol establert al Palau
degli Orfei a Venecia, des d’on distribuia la seva produccié téxtil.** Aixi ho
atesten diversos retrats de les filles adoptives d’Isadora vestides amb tuniques
Delfos** i un dibuix de 1917 signat per Georges Barbier, gran il-lustrador de la
moda moderna, que representa a Isadora en posicié de ball portant una tunica
de prisat molt fi semblant a la creacié de Fortuny®. Tot i no formar part de
la industria de 'alta costura parisenca, les innovadores creacions de Fortuny
gaudiren d’una gran voga entre les dames independents i excéntriques de l'alta
societat artistica europea i americana. D’altra banda, cal remarcar que la dansa i

25Lamina reproduida a
NUZZ], Cristina, Fortuny
nella Belle Epoque, Electa,
Mila, 1984, p. 67.

conserva una fotografia dels
volts de 1920 atribuida a Boris
Lipnitzki on apareixen tres
les filles adoptives d’Isadora:
Lisa, Anna i Margot Duncan,
vestides amb tuniques Delfos
de Fortuny.

amb el poeta rus Sergei
Jessenin el 1922. La fotografia
es troba reproduida a OSMA,
Guillermo de, Mariano
Fortuny, arte, ciencia..., op.
cit., p. 221. D’altra banda, la
col-lecci6 Roger-Viollet (Paris)
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26 OSMA, Guillermo de,
Mariano Fortuny, arte,
ciencia..., op. cit., p. 138-139.
27 BRANDSTETTER,
Gabriele, Poetics of Dance:
Body, Image and Space in

the Historical Avant-gardes,
Oxford, Oxford University
Press, 2015, p. 105.

28 “Subtiles élégances vues
au théatre”, Vogue (versi6
francesa), vol. 2, num. 7, 1
d’Abril 1921, ed. Condé Nast,
Nova York- Parfs, p. 42.

29 CLARA, Josep, agendes
del Fons Clara conservades al
MNAC: Agendes 1910-1913
(1. 1913 99674). Hem optat
per actualitzar la ortografia.
30 CLARA, Josep, “Isadora
Duncan. Concert Colonne”,
1913, dibuix a llapis plom,
ploma i tocs d’aquarel-la
sobre paper bloc. MNAC/MC
94432.

Fig. 2. Clara Ayats, Josep, “Isadora
Duncan. Concert Colonne’ 1913,
dibuix a llapis plom, ploma i tocs
d'aquarel-la sobre paper, MNAC/
MC 94132, © Museu Nacional dArt
de Catalunya, Barcelona (2016).
Foto: Jordi Calveras.

el teatre foren el terreny predilecte d’experimentacié de l'artista, tant pel que fa a
vestuari com a escenografia i procediments d’illuminacid. Abans de la invencié
del Delfos, Fortuny ja havia posat en escena un xal de seda estampat amb
motius grecs conegut com a vel Knossos®, que permetia el drapejat i s'adaptava
a les formes del cos, deixant a les ballarines gran llibertat de moviments. No és
doncs d’estranyar que Isadora esdevingués una adepta de les seves creacions,
que lluia tant a dins com fora dels escenaris.”’

Isadora esdevingué tota una icona d’estil i marcava tendeéncia també quan
assistia al teatre en tant que espectadora. Un article de la revista de moda
Vogue, per exemple, descrivia amb tot detall el vestit que Isadora lluia a I’estrena
dels “Ballets Suédois” al Teatre dels Champs Elysées: de color negre i sense
manigues, amb una papallona de tul negre enganxada a una espatlla, els cabells
tallats deixats anar i decorats amb una tiara de mussolina.”® En un altre registre,
I'escultor Josep Clara (1878-1958) detallava en el seu dietari personal una
inestimable descripci6 de la indumentaria que portava Isadora quan assistiren
plegats al Concert Colonne del teatre del Chatelet a Paris el 30 de Mar¢ de 1913:

“Elle était ravissante habillée dans des gazes légeres bleues, ses
pieds chaussés de sandales, sa téte couverte par une riche coiffe de
soie avec, sur le front, deux grosses pierres précieuses. Au cou un
collier de pierres égyptiennes et sur I’épaule pour agrafer sa robe
elle portait un beau camé ancien.””

Lescultor, assegut a la mateixa llotja que Isadora, en realitza un delicat retrat on
saprecia la cofia d’inspiraci6 neoclassica i la tanica blava, lligada amb un fermall
que deixa bona part de 'esquena al descobert.*® [Fig. 2] Tal com afirma el propi
Clara, Isadora s'aparentava a una deessa i atrapava totes les mirades del teatre.
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31Isadora menciona un xal
brodat amb motius xinesos

a Mi Vida, op. cit., p. 234.
D’altra banda, una coneguda
fotografia d’Edward Steichen
(publicada a la revista Camera
Work, nim. 42-43, abril-
juliol 1913) retrata a Isadora
en primer pla, estirada a un
divan amb grans coixins
estampats, vestida amb una
tunica brodada amb motius
Xinesos.

32Irma Duncan Collection,
Jerome Robbins Dance
Divison, The New York Public
Library for the Performing
Arts (Nova York).

33 Aquest vestit va ser exposat
en una mostra al Georgia
Museum of Art (EUA).

Vegeu el cataleg editat per
JOHNSON Kim Marie et

al., Isadora Duncan. Muse of
Modernism, Athens, Georgia
Museum of Art, 1998, p. 13.

Fig. 3. Isadora Duncan en el seu
pavellé de Bellevue, fotografia de
premsa: Agence Meurisse (Paris),
1919, © Bibliotheque nationale de
France, département Estampes et
photographie, EI-13 (2608).

Tanmateix, la forta personalitat creativa d’Isadora féu que aquesta no
s’acontentés de portar els dissenys d’altres creadors. Ella mateixa combinava
trossos de tela i xals, sovint decorats amb brodats xinesos, que lluia de
distintes maneres [Fig. 3], i també dissenyava el seu propi vestuari de ball. En
aquest sentit, ’Arxiu d’Irma Duncan?®® conserva una série d’anotacions fetes per
Isadora on s’indiquen els passos per a la confeccié d’una tinica i d’'una estola
llarga de seda vermella.”

D’altra banda, Isadora s’atribueix en les seves memories una invencié que
prefigura el vestit de bany, durant un viatge a Abazzia (Croacia) amb la seva
germana als volts de 1900:
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34DUNCAN, Isadora, “Fue entonces cuando inventé el traje de bafio que luego lleg6 a
Mivida, op. cit. p. 124 hacerse popular: una tnica azul celeste del més fino crespon de
China, escote muy bajo, con pequenias aplicaciones en la espalda,
un faldon hasta las rodillas y los pies y pernas desnudos. Como
la costumbre de las sefioras en aquella época era entrar en el
agua severamente cubiertas de negro, con faldones hasta los
tobillos, medias negras y zapatos negros de nadar, pueden ustedes
facilmente imaginarse la sensaciéon que produje.**

Isadora Duncan fou una figura pionera en tots els ambits artistics i estetics;

per a ella la revolucio de la dansa passava per una revolucié de la indumentaria

i aixi ho demostra no tan sols en escena sind en tot el seu estil de vida. La
indumentaria fou un mitja més a través del qual la ballarina reafirmava els seus
idearis i expressava la seva creativitat, desafiant sovint la tradicié establerta. El
desti volgué que el desencadenant de la seva mort tragica fos precisament una
peca de roba: un llarg fulard accidentalment enganxat a la roda del descapotable
amb el qual recorria les costes de Niga, que li provoca una mort immediata per
estrangulament. Aquell dia fatidic de 1927 marca la fi d’'una vida enterament
dedicada a l'art i 'inici d’un mite. ®
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1 Narcis Giralt en va ser el
director fins el 1925.

2 Sobre la historia de les
escoles, vegeu: POMES
MARTORELL, Francesc.
Cent anys d’escola: Escola
Industrial d’Arts i Oficis de
Sabadell 1902-2002. Escola
Industrial d’Arts i Oficis,
Sabadell, 2003.

3 A Barcelona, per exemple,
coneixem que 'any 1881 ja
es donaven classes d’aquesta
assignatura a Institut del
Foment del Treball Nacional,
al carrer del Pi, 5, principal,
amb professors com Francesc
Duran i Brujas, que també
imparti classes a ’Ateneu de
Sabadell.

4 Narcis Giralt imparti
classes de teoria i practica de
teixits a ’Ateneu. E1 1890 es
va introduir 'assignatura de
tecnologia de teixits i el 1898
la de dibuix aplicat al teixit.

Facana de I'Escola Industrial d’Arts
i Oficis. Sabadell, 1928 ca. Autor:
Francesc Casanas Riera/ AHS.
FCR03100.

Teixits artistichs, retrats singulars (ll).
L'Escola Industrial d’Arts i Oficis de Sabadell

per SILviA CARBONELL BASTE

Centre de Documentacié i Museu Textil

Doctorand Historia de 'Art, Universitat Autobnoma de Barcelona
Fotografies: Arxiu Historic de Sabadell (AHS) i Quico Ortega,
Centre de Documentacié i Museu Textil (CDMT)

A Sabadell, i concretament a ’Escola Industrial d’Arts i Oficis, és on es van
teixir més retrats commemoratius del nostre pais, testimoni de 'adaptacio de la
maquina dita a la jacquard. LEscola, fundada el 1902 sota la direcci6é de Narcis
Giralt i Sallares (1846-1925)" i la sots direccid a carrec del pintor Joan Vila Cinca
(1856-1938), de seguida va prendre un vessant artistic dins de les seves linies
d’ensenyament textil. Promoguda entre I’Ajuntament de Sabadell, ’Académia de
Belles Arts, el Gremi de Fabricants de Sabadell i la Caixa d’Estalvis de Sabadell,
era hereva de diverses escoles que s’havien fundat des de mitjans del segle x1x,
davant la necessitat per part de la industria de formar obrers, especialment
textils.?

Lensenyament de teoria i practica de teixits no era nou a Sabadell ni a
Catalunya.’ Els antecedents de les escoles on s’impartiren aquests ensenyaments
a Sabadell hem de buscar-los a 'Institut Industrial (1863-1872), seguit de
I’Escola Industrial i Mercantil (1873-1874), del Col-legi sant Josep (1876-1902),

i de ’Ateneu de Sabadell (1880-1902).* Després dels diversos entrebancs que
patiren les escoles anteriors, pels temps politics convulsos que els havia tocat

_I_;.,L 1
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5 Els seu inici coincideix amb
els retrats fotografics de Joan
Vilatoba.

viure, finalment, el 1902 es va inaugurar I’Escola Industrial d’Arts i Oficis, en
un principi en el local cedit per la Caixa al carrer sant Antoni, on es van fer
les primeres classes. El primer director fou Narcis Giralt —principal impulsor
dels retrats teixits— que també hi dona classes de teoria i practica de teixits des
del seu inici. En el primer curs de 1902-1903 ja hi va haver cent seixanta-tres
alumnes matriculats, fet que provoca que aviat el recinte de l'escola es quedés
petit. Els problemes d’espai es van acabar resolent amb I'encarrec d’un nou
edifici-escola a Jeroni Martorell i Terrats (1876-1951), que projecta i executa
un edifici d’arquitectura modernista entre 1908 i 1910, on es feren les classes
fins a finals dels anys 1960. Actualment, és la seu de I’Espai Cultura Fundacié
Sabadell 1859, al carrer d’en Font niumero 2.

Des d’un bon comengament, a ’Escola Industrial, entre les assignatures de
'especialitat textil s’hi va incloure la de dibuix, que combinava amb la de teoria
de teixits i I’art del tissatge. Segurament per influencia de ’Académia de Belles
Arts, pero també pel moment que s'estava vivint —el Modernisme— es va
entendre la necessitat d’involucrar els coneixements artistics en el disseny de
teixits. Joan Vila Cinca i Joan Vilatoba Figols (1878-1954) foren els impulsors
d’aquesta linia artistica, conjugada amb la direccié de Narcis Giralt, que
ja dominava la teoria i la técnica des de feia anys. En aquesta linia, des del
primer reglament de 1902, entre els oficis a impartir es va incloure també el de
dibuixant de teixits.

Va ser aixi com, sota la confluéncia dels artistes i dels teorics de teixits,
es van comengar a teixir amb el sistema jacquard els primers retrats en seda
de personatges rellevants del moment, en els que es manifestava una clara
unié de l'art i Pofici, entre l’artista i la técnica. Aquests teixits, anomenats des
del principi com artistichs, van ser executats pels alumnes amb el suportila
direcci6 del seu mestre Narcis Giralt, alguns d’ells com a treball de final de curs,
altres com a regals commemoratius. A la mort de Giralt, com a professor de
teoria i practica de teixits, el va substituir el que havia estat el seu deixeble, Lluis
Mas i Gomis (1890-1971), professor de teoria i dibuix aplicat a la quadricula. I
a Mas li agafa el relleu Jordi Marmifa i Valls (1931), que havia estat alumne de
l'escola, i havia participat també en el picat i tissatge d’alguns retrats.

Aquestes obres artistiques teixides en jacquard s’iniciaren, com hem
vist, com a demostraci6 de la practica de l'ensenyament teoric i artistic de
I’Escola, pero també seguien les linies de la moda iniciada a Li6 a finals del
segle X1X, i continuaren després ja com a tradicié escolar propia. Realitzades
majoritariament en seda, van arribar a un nivell de perfecci6 tecnica
excellent gracies al sistema jacquard. Exigien un alt grau de dificultat tecnica,
especialment en el degradat de les ombres i en I'expressio dels ulls, que cercaven
el maxim de realisme. S6n unes obres més properes al gravat i a la fotografia’
que als teixits industrials. A Sabadell, des d’un inici, els teixits artistics jacquard
es centraren en el retrat de politics i en commemoracions i homenatges a
personatges rellevants del sector textil, a més d’algunes imatges religioses. El fet
d’estar signats i produits en exemplars limitats, els aporta un valor afegit que va
fer que es consideressin gairebé com a obres d’art, que semmarcaven i penjaven
com a quadres en despatxos i cases particulars.

Tant el Museu d’Historia de Sabadell com el Gremi de Fabricants de
Sabadell i les Agrupacions Professionals Narcis Giralt, aixi com el Centre de
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6 Jordi Marmifa i Valls
(Sabadell, 1931), teoric per
I’Escola Industrial d’Arts i
Oficis de Sabadell. Exalumne
de Lluis Mas.

7 Josep Cusidé i Muioz
(Sabadell, 1934), teoric

téxtil per ’Escola textil A.
Forrellad, a cal Tatché i per
I’Escola Industrial d’Arts i
Oficis de Sabadell. Llicenciat
en disseny per ’Escola de
Disseny Textil de Barcelona,
fundada per en Josep Llorens
i Ramon Folch, dirigida per
aquest ultim. Ex alumne de
Lluis Mas.

Sala de reunions amb els dibuixos
en quadricula que van servir per
executar en teixit la Purisima de
Tiepolo, la Verge del Pilar i els
retrats de S.S. el Papa Pius X i el
Doctor Zamenhof. Escola Industrial
dArts i Oficis. Sabadell, ca 1930.-
Autor: Francesc Casanas Riera/
AHS. FCR01776.

Aula de teoria de teixits de I'Escola
Industrial d’Arts i Oficis amb el
retrat de Niceto Alcala Zamora al
fons. Sabadell, 1930 ca.- Autor:
Francesc Casafas Riera/ AHS.
FCRO1777

Documentacié i Museu Textil de Terrassa i el Museu de Badalona, en conserven
diversos exemplars, testimoni d’un col-leccionisme textil especialitzat, que
arribaren de la ma d’industrials, professors i alumnes, especificament, i amants
del textil en general.

Podriem separar aquestes obres artistiques sabadellenques en dues etapes:
de 1908 a 1917, sota la direccié de Narcis Giralt; i de 1929 a 1974, sota la
direccié de Lluis Mas en primer lloc i de Jordi Marmina Valls® i Josep Cusidd
Muioz’ i els darrers anys. Posteriorment a aquesta ultima data, es van teixir
alguns jacquards commemoratius, perod en menys quantitat, i per encarrec de
particulars, fins 'any 1986.

D’entre els anys 1908 i 1974 hem recuperat gairebé una vintena de teixits,
en seda, dissenyats i executats a I'Escola en un teler amb sistema jacquard de
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8 Construit a Sabadell. Gusi,  maquina Vincenzi que va donar la casa Balsach,® per a us dels alumnes d’altim
Balsach i Cia comencarena oy Era un teler de 2304 agulles’ —dues maquines de 1152 agulles cada
construir maquinaria textil i , j .

telers el 1897, una—, que uns anys després del seu desus es va decidir conservar al Museu

9 La capacitat d’agulles del d’Historia de Sabadell, com a testimoni d’una tipologia de teixits d’un alt grau
teler era de les més altes de complexitat técnica, Gnic al nostre pais.

per un teler amb sistema
jacquard. Aix0 permetia
aconseguir una alta densitat,
com en el cas d’alguns retrats
que tenen de 110-120 fils

per centimetre. Pel que fa

als cartons, generalment, se
n’utilitzaven de 3.000 a 6.000.

Verge del Pilar. Seda. 1908.
24 x 11,5 cm. MHS 1727, 10555.
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10 La gran majoria de posades
en carta de principis de

segle xx que s’han conservat
eren sobre paper mil-limetrat
de la casa J. Tarasco, de
Barcelona.

11 A Sabadell se sol anomenar
carta o dibuix a la posada en
carta.

12 CUSIDO, Josep. “Un art
poc conegut”. Quadern de

les idees, les arts i les lletres.
Febrer 2002, numero 134.

13 A Catalunya, Mas Lluch
S.A. ha estat un referent en el
picat de cartrons, des de 1870,
encara es manté activa. Pero
a Sabadell també es picaven a
Rodamilans.

14 Joan Vila Cinca en fou el
director artistic del Gremi,
encarregat, de la decoracié de
lespai expositiu.

15 Giralt i B?

16 Museu d’ Historia de
Sabadell nr. 1727,i 10555,
Museu de Badalona (llibre
Teixits Artistichs collecci6 de
Pau Rodon Amigo), i altres en
colleccions particulars.

—_—

Antoni Maura. Seda. 25 x 15 cm.
Col-leccié Josep Cusido.

Fotografia: Jaume Cusido. MHS 1733.
Fotografia: David Gonzalez Ruiz/AHS.

Per a comengar un d’aquests teixits artistics es partia d’'una fotografia de
la imatge a representar. Aquesta, s'ampliava a la mida del paper quadriculat
on s’havia de fer el picat, i a partir d’aqui es feia un esbds directament sobre
el paper on es marcaven amb detall les ombres. Llavors es marcaven els pics
manualment sobre la quadricula, que representaven l'ordit (vertical) i la
trama (horitzontal)."” Segons Cusidd, per un teixit d'una mida aproximada
de 31x40cm, la carta' mesurava uns 150x180cm. En un cas com aquest,
equivaldria a fer uns dos milions de quadrets que serien aproximadament unes
mil hores de feina.!* A partir d’aqui, la carta arribava al picador de cartrons"
que segons els quadrets pintats sabia com perforar els cartons que manaven
el moviment de les agulles del teler i per tant, de I'ordit. Quan aquests cartons
estaven llestos, es collocaven al teler i s’iniciava el tissatge. Recordem que cada
cartd equival a una passada de trama, i en cas dels jacquards de seda teixits a
Sabadell estem parlant de més de sis mil cartons en molts projectes.

El primer teixit conegut que va sortir del teler de cal Balsach és el de la Verge
del Pilar, commemoratiu de I'Exposicié Hispano-Francesa de Saragossa, duta
a terme el 1908, en la que la industria textil sabadellenca hi participa.'* Aquesta
obra, dirigida per Narcis Giralt, pretenia donar a coneixer el nivell i 'exigencia
técnica i artistica de I’Escola, a nivell nacional i europeu. En la signatura del
teixit només hi consta Escuela Industrial de Sabadell, pero si observem la part
inferior, sota el fald6 de la verge, trobem dues inicials G i B,"* que podrien
coincidir amb el nom del dibuixant i del teixidor. El picat d’aquest teixit, que es
conservava a ’Escola, es va cremar durant la Guerra Civil, per6 sortosament en
queden exemplars teixits com a testimoni.'®

Aprofitant el mateix muntatge del teler, el anys segiients, Narcis Giralt va dur
la direcci6 técnica i artistica dels retrats d’Antonio Maura (1909), Ludwik Lejzer
Zamenhof (1909), el papa Pius X (1910), José Canalejas (1911), el rei Alfons XIII
(1915), el Conde de Romanones (1916-1917) i la Concepcié de Tiépolo (1917). Es

o

o

Dr. Zamenhof. Seda. 1909.
25,5 x 11 cm. MHS 1731.
Fotografia: David Gonzalez
Ruiz/AHS.

Papa Pius X. Seda. 1910.
25 x 11,5 cm. MHS 1729.
Fotografia: David Gonzalez
Ruiz/AHS.

Josep Canalejas. Seda. 1911.
26 x 16 cm. MHS 1735.
Fotografia: David Gonzalez Ruiz/AHS.
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» La Concepcié (Tiépolo).
Seda.1917 36,5 x 20 cm.
MHS 1725. Fotografia: David
Gonzalez Ruiz/AHS.

» Lluis Mas Gomis teixint una peca
de seda en el teler jacquard amb
les imatges de la Verge de Tiépolo i
dAlvaro de Figueroa Torres (primer
comte de Romanones). Sabadell,
8 de juliol de 1917 Autor: Francesc
Casanas Riera/ AHS. FCR00649.
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A Comte de Romanones. Seda. 1917.
41,5 x 25 cm. MHS 1737
Fotografia: David Gonzalez Ruiz/AHS.
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17 Industria lernejo significa
escola industrial, en
esperanto.

18 Realitzat amb la técnica
d’esfumat, amb un sol ordit
de seda, blanc, i una densitat
de 110-120 fils; dues trames
també de seda, una blanca i
una negra, i una densitat de
66 passades/cm.

19 POMES MARTORELL,
Francesc (2003).

20 Canalejas, Alfons XIII,
Comte de Romanones,

La Concepci6 de Tiépolo.

21 Pau Rodon i Amigé va
fundar ’Escola Teéxtil de
Badalona el 1906, que segui el
seu fill, Camil Rodon i Font.
A través de la revista de I'es-
cola —Catalufsia Textil— es
van publicar diversos articles
sobre la biografia de Jacquard
i els jacquards artistics, que
ara ens ajuden a conéixer

els teixits produits, gracies

a les fotografies que en van
publicar. Tot i tenir més d’un
teler per fer les practiques
escolars en aquest sistema,
no ha quedat constancia que
a Badalona es fessin retrats

o teixit commemoratius del
nivell que es van dur a terme
a Sabadell. Els alumnes copi-
aven altres jacquards —de la
collecci6 particular de teixits
de Pau Rodon— per a fer
practiques. Concretament, el
1915 feren una exposicio de
treballs d’alumnes on hi van
presentar els retrats de Beet-
hoven, Schiller, i altres.

22 RODON I FONT, Camil.
“El retrato aplicado al tejido”.
Catalufia Textil, vol IX, nam.
103, abril 1915. Badalona.
P.52-54

van teixir tots en seda, amb un o dos ordits —un blanc, o un blanc i un negre—
i dues trames —una blanca i una negra—, seguint la técnica de l'esfumat, que
aconseguia uns perfectes difuminats en les tonalitats de grisos, entre el blanci el
negre.

D’aquesta primera etapa, tot i que desconeixem els alumnes que hi participaren
iles hores de dedicacié del picat i del tissatge, veiem com el teler es va utilitzar no
només com a practica de dibuix aplicat al teixit i de tissatge de l'escola, sin6é també
per obsequiar els retratats en ocasions especials. Aquest és el cas del retrat de
Zamenhof, que es va fer en motiu del Congrés Esperantista celebrat a Barcelona el
1909, per encarrec d’un particular. En la inscripci6 hi podem llegir: INDUSTRIA
LERNEJO, ESCUELA INDUSTRIAL, SABADELL (ESPANA).” Desconeixem, pero,
si va arribar a mans del retratat. El que si que es va entregar va ser el retrat del
Papa Pius X,'® que Josep Gorina i Pujol regala al papa en un viatge a Roma."”

En tots els teixits mencionats, es va incloure la signatura del retratat i la seva
procedencia: Escuela Industrial de Artes y Oficios de Sabadell. Perd no va ser fins el
retrat de Canalejas, el 1911, que Narcis Giralt deixa constancia del seu nom. Aixi
doncs, els jacquards artistics fets entre aquesta data i el 1917 que va dirigir Giralt
ja duien la seva signatura® i concretament en el retrat de Canalejas i d’Alfons XIII,
n'especificava que era el director de I’Escola.

De tots ells, el que sens dubte va causar més sensacio a I’época va ser el del
rei Alfons XIII. Camil Rodon? es desfeia en elogis davant del retrat: debido
al sefior Giralt (...) sobrepuja en gran manera, tanto por la grandeza de la
composicion como por las adecuadas proporciones del dibujo y por la perfecta
semejanza con el monarca, a otros tejidos realitzados en nuestro pais. I afegeix: a
la pureza del dibujo, a una imaginacioén fecunda, nuestros artistas deben afiadir
el estudio profundizado de la parte técnica y, por decirlo asi, material de su arte.
(...) Consideramos muy sinceramente que tanto el sefior Giralt como la Escuela
Industrial de Sabadell, pueden darse por muy satisfechos, (...) con haber producido
con el retrato tejido de de Alfonso XIII una de las mds altas manifestaciones del
dibujo aplicado al tejido en las artes industriales™.

L
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Gitana. (Joan Vilatoba). Seda?
13 x 7 cm. Col-leccié Josep Cusido.
Fotografia: Quico Ortega, CDMT.

Nena jugant (Ludwig von Tumbusch).
Seda? 11,5 x 7 cm. MHS 17403.
Fotografia: David Gonzalez Ruiz/AHS.

Ntra Sra. de Montserrat. Estam.
1929. 18 x 11 cm. MHS. 17969.
Fotografia: David Gonzalez Ruiz/AHS.

TEIXITS ARTISTICHS. JACQUARDS SINGULARS (ll). LESCOLA INDUSTRIAL D'ARTS | OFICIS DE SABADELL
7





Datateéxtil 34

23 Antonio Canovas del Cas-
tillo y Vallejo (Madrid, 1862-
1933), anomenat Kaulak. Va
fer diverses fotografies del rei,
una de les quals es va prendre
com a model per fer el retrat
en seda.

E1 1904, el rei Alfons XIII,

a través d’una exposicio

del Gremi de Fabricant de
Sabadell, va coné¢ixer I’obra
de Joan Vilatoba, a qui li
encarrega un retrat oficial, fet
que P'acredita com a provei-
dor de la casa reial. De totes
maneres, la imatge del teixit
jacquard, va ser presa de la
fotografia de Kaulak.

24 Pel que fa als alumnes,
sabem que Lluis Mas i Gomis,
participa en el retrat. Desco-
neixem els altres.

25 En aquest cas, es van utilit-
zar dos ordits de seda (un de
blanc i un de negre), en una
densitat de 104-106 fils/cm i
dues trames (una blanca i una
negra) amb una densitat de
50-52 passades/cm. I van ser

necessaris uns 14.000 cartons.

26 M.A.S. Num. Reg. 1526.

Club Nataci¢ Sabadell.
Coté. 1966. 25 x 16 cm.
MHS 17972. Fotografia:
David Gonzalez Ruiz/AHS.

Per a realitzar la posada en carta del rei es va partir d’un retrat fotografic
fet per Kaulak,? on el monarca vestia amb l'uniforme dels hissars de Pavia.
Teixit pels alumnes* sota direccié de Narcis Giralt, és el primer jacquard
sabadellenc on hi trobem la técnica del canvi de dobles teles (dues teles a la
plana sobreposades que es van lligant entre elles, on hi treballen doble agulla i
doble cartd),” que implantaria després Lluis Mas en els jacquards dirigits per
ell. Per la data que consta en el teixit, suposem que el projecte es devia iniciar
I'any 1912. Pero no va ser fins el 14 de gener de 1915 que es va fer entrega del
retrat a Rafael Andrade, Governador Civil de Barcelona, i al president de la
Mancomunitat Catalana, Enric Prat de la Riba. D’aquest teixit se’n conserven
exemplars, a part del Museu d’Historia de Sabadell, al Centre de Documentacid
i Museu Textil de Terrassa, al Museu de Badalona —procedent de la col-leccid
de teixits de Pau Rodon—, i al Palacio Real de Madrid, que conserven també la
fotografia original de Kaulak.

No és fins tres anys després de la mort de Narcis Giralt, que tornem trobar
una imatge teixida en jacquard, signada i datada, a Sabadell. Pero la majoria
de peces no es van fer com a homenatges o regals, com les anteriors de seda,
sind que es tractava de treballs escolars, i teixits en un teler jacquard manual
de dues-centes agulles, més simple que el donat per la casa Balsach. Dirigits ja
per Lluis Mas, en primer lloc trobem la imatge de Nostra Sra. de Montserrat,
feta de la ma d’Amadeu Cusido, I'any 1929. En aquest cas és teixida en seda (?).
Podria ser de la mateixa época el retrat d'una nena jugant, reproduccié de
'obra pictorica de Ludwig von Tumbusch, del que no ens consta ni autor ni
data, pero esta treballat també en estam i en unes caracteristiques técniques
similars a I'anterior. El retrat d’una gitana, on tan sols hi ha la inscripcié Escuela
Industrial de Sabadell, es va fer en seda (?) i tecnicament és proxim als dos
anteriors. Per a dibuixar el retrat teixit de la gitana, es va partir d’'una fotografia
de Joan Vilatoba, que es conserva al Museu d’Art de Sabadell.*® Seguint el
mateix estil i técnica trobem una imatge de Crist titulada Crucifixus, feta en
cotd, amb data ja de 1955, i signat amb les inicials E.I. / J.V., que corresponen a

gnTenIa m

1> FATRONG 3

St. Antoni Ma Claret. Coto.
1951. 12,5 x 6 cm.
Col-leccié Josep Cusido.
Fotografia: Jaume Cusido.

Crucifixus est. Coté.
1955. 13 x 7 cm.
Col-leccié Josep Cusido.
Fotografia: Quico Ortega,
CDMT.
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27 Antoni Maria Claret i
Clara (1807-1870) fill de
familia de teixidors. Treballa
en una fabrica téxtil i estudia
disseny téxtil a ’Escola Llotja
de Barcelona.

28 Mesuren 5,5 x 5,5 cm.

29 Lany 1929 I’Escola
Industrial va participar a
I’Exposicié Universal de
Barcelona, on hi va exposar
alguns teixits artistics fets
pels alumnes de teoria

de Lluis Mas. La Mare de
Déu de la Salut es va fer
expressament per a aquest
esdeveniment.

30 Seccio6 “Dialogos con el
Alcalde”, Diario de Sabadell,
28 marg de 1953, p.2.

A. Escola Industrial dArts i Oficis
Sabadell. Seda. 1927. 5,56 x 5,5
cm. MHS 1728.

B. Alcaldia Constitucional Sabadell.
Seda. 1927.5,5x 5,5 cm.

MHS 1732.

C. Caixa d'Estalvis Sabadell. Seda.
1927.5,56 x 5,5 cm. MHS 1734.

D. Gremi de Fabricants Sabadell.
Seda. 1927.5,5x 5,5 cm.

MHS 1726.

Fotografies: David Gonzalez Ruiz/
AHS.

Escola Industrial i Josep Vilardell. El retrat d’Antoni Maria Claret,” patré de
I’Escola Industrial, tal com indica la inscripcié del mateix teixit, el van fer els
alumnes de I’Escola, dirigits per Mas I'any 1951; es va teixir en cotd en ocasi6
de 'acte commemoratiu de la seva canonitzacié. El banderi del Club Natacié

Sabadell, teixit també en cotd i dirigit per Mas, es va fer el 1966 en motiu del

50¢ aniversari del Club.

Seguint amb el mateix teler manual, teixits en seda, el 1927 es van fer
una série de petits escuts®® dels promotors de ’Escola, fets en motiu del 25¢&
aniversari d’aquesta: Gremio de Fabricantes de Sabadell, Caja de Ahorros de
Sabadell, Alcaldia Constitucional de Sabadell, Escuela Industrial de Artes y
Oficios. El Museu d’Historia de Sabadell en conserva un de cada.

A partir d’aquest moment, com ja hem comentat, Lluis Mas i Gomis (1890-
1971) havia entomat I'ensenyament de teoria i practica de teixits i continua la
tasca iniciada pel seu mestre. Pero en aquesta segona etapa, els retrats de politics
i monarques ja havien passat de moda i els que es teixiren van ser generalment
per encarrec o com a homenatge, i en menys quantitat. De retrats jacquard
teixits en seda en el mateix teler Vinzenci de I’¢poca de Giralt, i dirigits per
Mas, es conserven la Mare de Déu de la Salut (1929),” fet en cotd i encarregat
per Josep Gorina; Alcald Zamora, en seda (1933), que li entrega una comissié de
sabadellencs; i Ferran Casablancas, de nou en cot6 (1953).

Com veiem, després de Giralt, el teler de cal Balsach havia seguit funcionant
pero, no amb el ritme anterior. Ja fos per qilestions de moda, o sobretot de
despesa economica, la tradici6 dels retrats jacquards sabadellencs s’havia anat
perdent, especialment després de la Guerra. Va ser per aixo que Rafael Barbany i
Duran (1914-1966), exalumne de I’Escola i col-leccionista de jacquards artistics,
es decidi a escriure a l'alcalde a través d’un article al Diario de Sabadell*
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per recordar-li la tradici6 escolar: En la Escuela de Artes y Oficios, cuna de la
mayoria de técnicos de nuestra industria textil y de los que se estdan formando, (...)
habia la tradicién de que cada promocion de futuros técnicos, realizara la “puesta
en carta” para reproducir con el telar “Vincenzi” que existe en aquel centro, las
figuras mads salientes de la época. Esto daba actualidad artistica a la poblacién, y
demostraba que los futuros técnicos no sélo se preocupaban del aspecto industrial
de su profesion, sino que también cooperaban con su aportacion —modesta, si

se quiere, pero digna de alabanza— dentro del conjunto artistico de la ciudad.
Barbany sollicitava reprendre el tissatge de retrats en seda, i proposava que

la primera posada en carta fos la figura de Ferran Casablancas Planell, com

a homenatge al seu reconeixement internacional. S'oferia ell mateix per a
collaborar: Como antiguo alumno de la Escuela Industrial estoy dispuesto

a prestar mi humilde cooperacion para lograr el resurgimiento de esta bella
tradicion de la técnica textil local. El suggeriment va ser ben rebut. L'alcalde,

Ntra. Sra. de la Salut. Cot6.1929.
59,6 x 32,5 cm. MHS 1742.
Fotografia: David Gonzalez Ruiz/AHS.
Veure més.
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31 Teixit en cotd, amb 2304
agulles i 6072 cartons.

32 Viceng Giner, Antoni
Urroz, Joan Boix, Antoni
Estrada, Jordi Marmina,
Francesc Coll, Joan Sellés,
Josep Cusido i Tortajada?
33 En coneixem un exemplar
a la col-lecci6 Josep Cusido.
Cusid6 comenta que a Sixte
Graneri 'anomenaven “el
poeta de los panos”.

» Teler de maquina jacquard teixint
un retrat del president de la segona
Republica Aniceto Alcala Zamora.
Escola Industrial d/Arts i Oficis.
D’esquerra a dreta: Albert Mitjans,
Ricard Mampel, Rafael Barbany,
Enric Soler, Jaume Tint, Miquel
Fernandez, Ignasi Puigdellivol, Joan
Guarch, Joan Brossa, Lluis Mas i
Salvador Pujol. Sabadell, maig de
1934 .- Autor: Francesc Casahas
Riera/ AHS. FCR01782.

Josep Maria Marcet i Coll, planteja la proposta a I’aleshores director de I'Escola
Industrial, Josep Sanmiquel i Planell, que 'accepta i s’inicia el procés.

Va ser aixi com, gracies a Rafael Barbany i Duran —tedric a Sixte Graneri—
I'any 1953 es va projectar i teixir el primer retrat de Ferran Casablancas,” sense
que ell n'estigués al corrent, i li entregaren, amb gran emocio, I'any segiient.

El va dirigir Lluis Mas —que en va dur la part artistica i tecnica— amb la
col-laboracid dels seus alumnes,** que van ser els encarregats d’executar-lo,
ocupant-se cada un de diverses parts de la imatge. Concretament, sabem

que a Josep Cusido, li va tocar fer l'orella, el coll, I'escut, la signatura, el fons

i el requadre. Segons consta en una carta escrita pel mateix Cusidé dirigida

a Ferran Casablancas, la van fer amb el maxim entusiasme i amb evident
admiracio cap al personatge. Per tal de preparar la quadricula, tal com s’havia
fet anteriorment, van agafar una fotografia de Casablancas i amb un projector
I'enfocaren sobre el paper, calculat segons la mida i les agulles del teler; al
damunt hi pintaren els pics amb témpera. El van teixir en cotd, seguint la
mateixa técnica iniciada anteriorment per Giralt, de la doble tela.

Els any segiients, encara en el mateix teler, es van fer els darrers cinc retrats
de Sixte Graneri (Graneri, Barbany, Cusidd, 1958), Lluis Mas (Josep Cusid6 i
exalumnes, 1961), Joan XXIII (Rafel Barbany, 1962), Francisco Franco (Jordi
Marmina, 1963) i la reedicié de Ferran Casablancas (1974).

Veiem doncs, que al retrat de Casablancas el segui el de Sixte Graneri,”
encarregat pel seu fill Ricard, que en veure les qualitats de Barbany en el retrat
de Casablancas li demana de dirigir-ne el projecte. Lequip tecnic el formaren,
a més de Ricard Graneri Fabregat i Rafael Barbany, Josep Cusid6 (com a

A Alcald Zamora. Seda. 1933. 72,5 x 56 cm.
Col-leccié Josep Cusido. Fotografia: Jaume
Cusido.

58
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34 Segons Josep Cusidd
(entrevista 2015).

35 Les Agrupacions
Professionals Narcis Giralt
van constituir-se el 1954 com
a associacio d’exalumnes de
I’Escola Industrial.

36 Van haver de treballar
d’amagat de Mas, en hores
1liures i dies festius, a les
Agrupacions Narcis Giralt, al
despatx de 'empresa Suc. de
J. Tatché i Palau i al domicili
particular de Josep Cusido.
37 Sobre les hores de treball
que hi havia darrera de

cada una d’aquestes peces
ens en parla Josep Cusidd

a “Entrevista personal” i
CUSIDO, J. “Un art poc
conegut. Evocaci6 personal
en el centenari de I’Escola
Industrial d’Arts i Oficis de
Sabadell”. A Sabadellencs.
Quadern de les idees, les arts
i les lletres. Sabadell, febrer
2002. Num. 134, p. 36-38

38 Els altres col-laboradors
foren: Joan Montserrat,
Antoni Urroz, Joan Boix,
Manuel Parera, Jaume
Vilardell, Orsini Sotorra,
Antoni Estrada, Rafael
Alsina, Rafael Barbany,
Ricard Graneri. Teixidors:
Jordi Marmifa, Francesc Coll
iJoan Sellés.

39 Josep Cusido conserva
fotografies de tot el procés:
des de la fotografia de Mas
(Poriginal 'entrega a PArxiu
Historic de Sabadell),

els esbossos i 'evolucid

dels pics a la quadricula,

i fotografies de la carta
acabada de 'octubre de

1959 amb J.Cusido, Antoni
Puig i Viceng Giner. Antoni
Puig i Campana, aleshores
estudiant de teoria de teixits
i ajudant de teoric. Viceng
Giner i Huguet, teoric téxtil
per 'Escola Industrial de
Sabadell, i exalumne de Lluis
Mas.

40 Picats per Mas Lluch,
S.A., a Barcelona. La imatge
resultant mesura 20x27cm
41 A Sabadell, feia les
muntures Serravinals.

teoric ajudant), Joan Majé Borguné (majordom dels telers), Jaume Vilardell
Miré (ajudant de teoric) i Josep Lladé Ventura (aprenent de teoric). Per tal
d’ampliar la imatge, la casa Foto Club Barcelona va facilitar-los un projector. El
projecte es va comengar a casa de Barbany, on es va fer I'esbds en aquarella. A
I'empresa Graneri, sobre I'esbds original van dibuixar el lligament. Van iniciar
el dibuix de la carta a principis del 1957, i la previsi6 d’entrega era el 28 de
marg¢ del mateix any, el dia de sant Sixte, pero es va haver de posposar degut

a la incorporacié de Josep Cusid6 al servei militar. Tot i aixo, se li presenta
una fase avancada a inicis de marg. A partir d’aqui la feina es va ralentir, i la
carta no es va acabar fins el 24 de gener de 1958. I seguidament el van teixir

en seda en el teler de I’Escola, utilitzant 2304 agulles. Els mateixos autors se
sentien orgullosos del retrat, especialment de l'ombrejat de I'orella esquerra,
que marcaria la pauta de la resta. Les parts més complicades van ser la corbata,
seguit de la barbeta el coll i I'ull dret, el front i els cabells.**

En jubilar-se Lluis Mas, els seus ex-alumnes juntament amb les Agrupacions
Professionals Narcis Giralt,* a iniciativa de Josep Cusid6 —que en va dur la
direcci6 artistica— i amb I’inestimable col-laboracié de Jordi Marmifia en
'execucid tecnica, decidiren teixir el seu retrat, en el mateix teler que hi havia
dedicat tantes hores. El disseny de la carta es va fer en un any,’® entre 1958 i
1959, després d’haver-hi dedicat unes mil hores de treball.”” Havien comengant
dotze collaboradors® i acabaren només amb dos, treballant fins i tot caps de
setmana, en el domicili particular de Cusid6.”” La carta original, la signaven
J. Cusidod i ex-alumnes i mesurava 150 x 180 cm.* Pel fet que calia una muntura®
nova pel teler, el tissatge es va endarrerir. No va ser doncs, fins el 1961 que es va
comengar a teixir, perd amb una lleugera modificacio: es va eliminar el nom de
Cusid6 del dibuix. Técnicament, la base del teixit és fet amb efectes d’esfumat,
feta amb canvis totals en doble tela, a la plana, en seda. Per al tissatge, a carrec
de Marmina i Coll, van caldre 1280 agulles pel retrat i 1024 per la sanefa que
l'envolta, i un total de 6304 cartons. L'acte d’entrega a Mas, en homenatge a la
seva tasca docent, es va fer el 20 de gener de 1961, al Gremi de Fabricants.

A J. Cusidd. R. Graneri i R. Barbany davant la carta
de Sixte Graneri. Col-lecci¢ Josep Cusidé.
Fotografia: Quico Ortega, COMT.

« Sixte Graneri. Seda. 1958. 27 x 20 cm aprox.Col-leccié
Josep Cusidé. Fotografia: Quico Ortega, CDMT.
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42 Entrevista personal 2015.

El 1956 havia comengat a prendre for¢a la idea de fer el retrat del papa
Joan XXIII, impulsada per Ricard Graneri. Un cop decidit, aquest, va confiar
de nou amb Barbany i Jaume Vilardell, que alhora, sol-licitaren la col-laboraci6
de Cusidd, com a compositor artistic. El tissatge el van fer en el teler de I'Escola
Industrial el 1962. Moltes de les imatges es van vendre a empresaris, teorics
i altres amants del téxtil, que feia temps que ja anaven colleccionant retrats
artistics.

Com ja hem dit, Jordi Marmifia, prengué les classes de teoria i técnica textils
després de la jubilacié del seu mestre Lluis Mas. Ja havia participat en 'execuci6
de diversos retrats artistics, de manera que no li havia de ser massa complicat
projectar-ne de nous. Pero tal com ens explica ell mateix,* si el treball es fa amb
presses, els resultats poden no ser els esperats. Després de les inundacions del
1962, el director de I’Escola Industrial, Josep Caldas i Nogué, li va demanar
que teixis el retrat de Franco, en seda. La fotografia amb la que es basaven no
era d’'una gran qualitat, de manera que la posada en carta no podia ser cap
exit. U'inica cosa que segons Marmina havia quedat bé era la Laureada de san
Fernando, que li havien demanat al mestre de dibuix Manuel Rallo després
d’una visita a un especialista en uniformes i aplics militars barceloni, on la
va poder dibuixar directament. Sis o set alumnes de segon destinaven cada
setmana dues hores a fer el dibuix. Pero encara no havien acabat de fer els pics
que el president del Gremi, Josep Casas, els dona presses perque Franco venia en
visita oficial al cap d’una setmana. La carta no estava corregida i calien, segons
Marmina, més de tres-centes hores de feina. Van fer tot el que van poder i un
cop a Mas Lluch, la picaren en dos dies. Tot i 'impossible, i amb I'ajuda fins i

A S.S. Joan XXIII. Seda.1962. 35,5 x 31,6 cm. MHS 1724.
Fotografia: David Gonzalez Ruiz/AHS.

<« Lluis Mas. Seda.1961. 36 x 33 cm. MHS 1637
Fotografia: David Gonzalez Ruiz/AHS. Veure més.
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43 Agrupaciones Narciso
Giralt. Inauguracion de

una exposicion de tejidos
artisticos. Diari de Sabadell,
22 de gener de 1963.

44 Finangat pel Centre
Metallurgic.

45 Salvador Soley i Junoy
(Sabadell, 1941) estudia a
IEscola Industrial d’Arts

i Oficis de Sabadell, va
coincidir amb el darrer curs
de Mas i inicia el primer de
Marmifia.

tot de Lluis Mas, el retrat no arriba a tenir la perfeccié dels anteriors. De totes
maneres, no arriba mai a mans del retratat, ja fos per qué havia marxat abans
del que tenia previst, o per que el president del Gremi no va veure’s amb cor de
regalar-lo.

De la mateixa manera que Ricard Graneri va voler fer el retrat del seu pare,
del 1963 en coneixem un retrat de Paco Montfort, fet en seda pel seu fill Josep
Ma, amb la col-laboraci6 de Jordi Marmifa.

El 20 de gener de 1963, en motiu del dia de la festivitat de Sant Sebastia, patrd
de la industria textil, es va fer una exposicié amb els teixits artistics realitzats
a ’Escola Industrial d’Arts i Oficis de Sabadell en el local de les Agrupacions
Professionals Narcis Giralt, juntament amb altres teixits artistics prestats per
particulars. S’hi afegia la col-leccié completa de Lluis Mas (amb peces també
estrangeres). Es van presentar, entre d’altres, el retrat de Franco, enimg dels
retrats de Mas i Casablancas. La critica del diari les definia com “composiciones
de elevado valor técnico-artistico” de una calidad impresionante, siendo
enormemente valiosa la matizacion y sombreado-*

Anys més tard, el 1974, el Museu d’Historia de Sabadell va organitzar una
exposicio similar, amb els mateixos teixits emmarcats. Després d’aquesta
mostra, no se’n va fer cap més especifica dels teixits artistics de ’Escola
Industrial.

Pero encara dins I'any 1974, es va fer una reedicié de cinc-cents exemplars
del retrat de Ferran Casablancas** en motiu del centenari del naixement
d’aquest, aprofitant que Viceng Mas —fill de Lluis— encara en guardava la
carta de la primera edicid. Per a aquesta ocasid, van eliminar l'escut antic i li
van posar el de les Agrupacions Professionals Narcis Giralt. En aquell moment
I’Escola estava tancada perqueé s’havia venut l'edifici, perd Marmina, encara va
aconseguir fer funcionar el vell teler. Lequip tecnic, encapgalat per ell mateix,
el formaren Pere Bigorra (cap de secci6 textil de les Agrupacions Narcis Giralt),
Celesti Canals (contramestre), Feliu Sabés i Salvador Soley.*

A Paco Monfort. Seda. 1963. 37 x 33,5 cm. Col-leccio
Jordi Marmina. Fotografia: David Gonzalez Ruiz/AHS.

<« Francisco Franco. Seda. 1963. 40 x 33 cm. MHS 5788.
Fotografia: David Gonzalez Ruiz/AHS.
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46 Acci6 de fer els pics,
marcar en el paper
quadriculat els lligaments
representats.

47 Com per exemple el
matrimoni Ballds i Antonio
Beteré. Encarregats per
Enbasa (acronim d’Enric
Ballds), empresa de Sant Boi
de Lluganés fundada el 1963
que feia teles de matalas en
jacquard. I el retrat d’Antonio
Beteré Salvador, fabricant

de matalassos, actual grup
Flex. Marmina hi participa
tan sols en el tissatge, que
feien els dissabtes amb Macia,
contramestre d’Enbasa.

El darrer intent de projectar i teixir una pega commemorativa en el
teler Vincenzi de I’Escola Industrial va ser fallit segons sembla davant la
impossibilitat del seu financament economic. La falta de pressupost va deixar
sense realitzar el retrat dels reis Joan Carles i Sofia. Lany 1975, Pefialver,
director de I’Escola, sol-licita a Marmina que fes el retrat dels aleshores princeps
d’Espanya, i de fet Marmina en va arribar a fer la carta, per6 no es va dur
a terme el tissatge basicament per falta de pressupost. El mateix Marmina
explica que per tal ocasid feren I'empiconat*® amb retoladors, fet que acaba
ben malament perque les dones de la neteja passaren un drap humit per sobre,
malmetent-lo de manera que no es pogué aprofitar. Alhora, I'ordinador de Mas
Lluch que havia de llegir la carta, no reconeixia bé els rotuladors sobre el nou
paper quadriculat de la casa Figuerola. De totes maneres, Marmifa apunta
que ja d’entrada partien d’una fotografia en color que no marcava prou bé les
ombres que necessitaven per fer un bon dibuix. Tornar a comengar de nou ja era
massa costds, i per tant, es va abandonar el projecte.

A partir d’aqui el teler va funcionar tan sols per alguns encarrecs
particulars,” fins el 1986, any en que va deixar de treballar per sempre. ®

Matrimoni Ballus Vilaseca. Seda. 1986.
32,5 x27 cm. MHS 17970. Fotografia:
David Gonzalez Ruiz/AHS.

i e o ANTONIE MTIRS SATSOR

Ferran Casablancas. Seda. 1974. 36 x 34 cm.
MHS 17968. Fotografia: David Gonzalez Ruiz/
AHS. Veure més.

Antonio Beteré. Seda. 1984. 32,5 x27
cm. MHS 17971. Fotografia: David
Gonzalez Ruiz/AHS.
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1 CARBONELL BASTE,
Silvia, “Los inicios del
coleccionismo textil en
Catalufa”, en Datatextil,
numero 21, Terrassa 2009,
pp. 4-7. ROCA CABRERA,
Maria, “El coleccionismo
textil y la pintura del

siglo x1x”, en Memoria y
Significado. Uso y recepcion
de los vestigios del pasado,
Universitat de Valéncia,
Valencia, 2013, p. 187-197.
ROSINA, M. Collecting
Textiles. Patrons Collection
Museums. Turin, Allemandi
& C., 2013, pp. 33-43. Alo
largo de los afios hemos visto
como el desmantelamiento
de las colecciones en ventas
publicas o privadas ha
entranado la desaparicion de
informacién y sobre todo la
perdida de la comprension
global de lo que habia
supuesto en el pasado una
industria sedera

2 Los archivos de las
empresas pierden coherencia
cuando se separan las
muestras tejidas, de la
documentacion, disefios o
informaciones escritas.

Etiqueta comercial de la fabrica
Hermanos Garin e hijos (1877-
1889). Archivo Museu de la Seda
(AMS).

Museu de la Seda de Moncada.
El caso de la fabrica Garin

por ARABELLA LEON MuRNoz. Conservadora del Museu de la Seda
MARIA Roca CABRERA. Asesora del Museu de la Seda

Tejedores de seda desde el siglo xv111, el origen de la fabrica sedera Garin se
remonta a principios del siglo x1x. Desde sus inicios la firma ha conservado
documentaciéon en forma de muestras tejidas y archivos de papel. Esta
coleccién formada por mas de siete mil piezas constituye parte del fondo del
Museu de la Seda de Moncada. Hasta hoy el corpus de la colecciéon Garin se
ha mantenido inaccesible para los investigadores por eso conforma una fuente
inédita que aportara luz a los estudios relacionados con la historia del disefio
textil y la evolucion del gusto a partir del siglo xv111, un patrimonio histérico
fundamental para la difusion y estudio de la seda en nuestra cultura.

Musealizacion de la fabrica Garin

En 2013 la fabrica Garin sufrié una transformacion, tras 200 afios dedicada

a la industria de la seda, se convirtié en museo. Museo vivo, que mantiene la
tejeduria artesanal y alberga una coleccién coherente gracias a la conservacion
de los archivos de produccion preservados de forma sistematica. El Museu de
la Seda se alejara del modelo tradicional, impulsando una actitud activa que
fusiona pasado y presente. Un espacio cultural abierto a la investigacion, a la
educacion y didactica, asi como a la creacion.

En tiempos de crisis lo primero que peligra son las colecciones de tejidos
antiguos, pues muchas empresas se ven obligadas a vender este patrimonio
para obtener liquidez.! Sin embargo, Garin, consciente del valor de sus
colecciones, impulsé una politica de proteccion a su favor, haciendo grandes
esfuerzos para preservar la coleccion textil unida a la documentacién antigua
y asi salvaguardar este patrimonio cultural.? Desde su constitucién el Museu
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3 Los tejidos y dibujos

han sufrido el deterioro
caracteristico derivado de su
manipulacién continuada,
traslados, obras en la
empresa, ademas de varios
desastres como la inundacion
de 1948 o el incendio

de 1986, cuando mucha
documentacion se perdi6 o
deteriord.

4 En 1997 la coleccion de
dibujos y tejidos fue ordenada
e identificada por M? Victoria
Vicente Conesa por encargo
de la empresa Garin. Los
inventarios informatizados
de las dos ultimas décadas del
siglo xx estdn obsoletos y solo
son accesibles los realizados a
partir del afio 2000.

de la Seda ha mantenido integramente la colecciéon Garin y ha salvado de la
dispersion el patrimonio de una sederia valenciana para hacerlo accesible a
un amplio publico, adecuandolo a una conservacion mas 6ptima.’ El proyecto
Museu de la Seda de Moncada, sélo se entiende a largo plazo, estableciendo
unos términos de intervencion asi como de actuacion.

Se ha considerado prioritario el inventariado del fondo y una vez conseguida
la declaracion de Coleccién Museografica contemplada en el Articulo 69 de la
Ley 5/2007 de Patrimonio Cultural Valenciano, se regulardn las visitas al centro
expositivo.

El total de los fondos rescatados de la Fabrica Garin estd formado por un
heterogéneo conjunto datado desde el siglo x1x y compuesto de 805 disefos en
papel, 1056 puestas en carta, 200 cartones, mas de 4000 piezas textiles antiguas,
una veintena de piezas de indumentaria eclesiastica, un archivo histérico con
material grafico, biblioteca —publicaciones desde el siglo x1x, resenias histdricas,
manuales técnicos o catalogos de exposiciones y de tejidos— y documentacion
—libros de fabrica, copias de protocolos notariales, facturas, libros de registro,
ndéminas, escandallos de tejidos, pedidos a proveedores, cartas de colores— y
mobiliario industrial. El conjunto incluye once telares, urdidoras, perforadoras
de cartones o encanadoras, que formaran parte del discurso expositivo, pero
también, como patrimonio cultural, constituiran un binomio Museo-fabrica en
pleno funcionamiento.

La singularidad de este conjunto museoldgico permite impulsar proyectos
inaccesibles a un museo textil convencional. Teniendo en cuenta que se plantea
un “museo vivo” donde se pueda ver tejer de manera tradicional, se buscara
como linea principal la participacion de la ciudadania en el ambito cultural
para ofrecer actividades y conocimientos, no s6lo para expertos sino también
para los distintos segmentos poblacionales.

Se ha realizado un inventario informatizado que comprende una base de
datos que asocia texto con un banco de imagenes.* En cada ficha de inventario
se refleja tanto las caracteristicas de cada pieza, como la relacién con otras
referencias de la coleccion para facilitar a los investigadores una consulta
rapida y precisa. Entre los proyectos del Museu de la Seda también se encuentra
la creacion de un archivo en linea a través del cual se podran realizar estas
consultas de forma eficaz. Las consultas por via telematica implican una
reduccién en la manipulacion de las piezas textiles y papel que acusan un gran
riesgo de deterioro debido a la fragilidad de las mismas.

En sus origenes esta coleccion se formé como una herramienta de trabajo
para la creacion de nuevos productos, con un fin meramente comercial, ha
sido el paso del tiempo el que la ha dotado de un interés en el ambito de la
historia. El estudio cientifico de la coleccién constituye de por si, una forma
de preservar la conservacion de este patrimonio industrial. En las colecciones
privadas la consulta a los fondos esta totalmente restringida con el fin de evitar
la copia de disefios. La transformacion de la fabrica Garin en Museu de la Seda
ha hecho posible el acceso al archivo. A través de las fuentes consultadas, los
investigadores realizan sus estudios aportando informaciones precisas que
aumentan el valor histérico de la coleccién y al mismo tiempo su valor de
mercado.
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5 A través del estudio del
Libro de encargos, 1889.
Archivo del Museu de la Seda
de Moncada se constata que el
90% de los pedidos eran para
uso eclesidstico.

Telares manuales, siglo XIX. Museu
de la Seda de Moncada. Fotografia
Trellat Media.

Proceso creativo

El fondo del Museo estd formado por todo tipo de piezas que permiten
reconstruir cada una de las etapas del proceso creativo y de fabricacion de un
tejido histdrico, desde su concepcion hasta la realizacion final de la pieza. El
corpus de disefios, compuesto en su mayoria por dibujos de motivos vegetales
y mitoldgicos, es ejemplo de la evolucién del gusto y del mercado. Durante el
siglo x1x la tendencia historicista fomentd la proliferacién del uso de motivos
revival en el disefio de las artes aplicadas. Los tejidos de esta época, utilizados
principalmente para indumentaria eclesidstica, muestran tanto iconografia
religiosa y elementos vegetales relacionados con la eucaristia —espigas,

uvas o rosas— como modelos florales de inspiracion francesa. El cambio de
siglo introdujo las formas estilizadas del Art Nouveau y la abstraccion de las
vanguardias en el disefio de tejidos y los pedidos de la Iglesia disminuyeron en
detrimento del mercado de la indumentaria tradicional y la tapiceria.’

Los dibujos sobre papel constituian el primer paso en el proceso de creativo,
estos bocetos estan datados a partir de la segunda mitad del siglo x1x. Una
vez seleccionado el disefio este se adecuaba al proceso de tejeduria a través
de las puestas en carta o raquetas. El dibujo se trasladaba a estos papeles
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Puesta en carta dibujo Hortensia,
primera década del siglo xx. AMS.

cuadriculados, intentando mantener el trazo y habilidad del disefiador, para
adecuarlo a su posterior lectura en un telar. Cada linea de cuadriculas verticales
se correspondia con un hilo de la urdimbre y las horizontales con una pasada
de la trama. Los colores del dibujo equivalian a los distintos ligamentos y en
el reverso de la raqueta se pueden encontrar inscripciones referentes al tipo
de tejido o las correspondencias que tenia que consultar el tejedor. Tanto en
dibujos como en raquetas puede aparecer la fecha, el nombre del tejido y la
calidad del mismo, por lo que en ocasiones este material grafico ha servido para
realizar dataciones aproximadas del origen de los disefios. En el anverso de las
puestas en carta se imprimia el nombre del grabador o empresa grabadora de
estos papeles.

El siguiente paso era el picaje de cartones. La maquina Jacquard teje el dibujo
a través de las instrucciones dictadas por unos cartones perforados y la mano
experta del artesano tejedor. El tejido resultante es un espolin, un brocado o un
damasco de seda.
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6 Algunos de ellos como

el Rica o el Nuncio incluyen
la fecha de realizacién del
disefio, que bien podria

ser el origen de la fecha del
encargo del dibujo, o bien
una rectificacion posterior.

Se han seguido las pistas que
nos podian dar inscripciones
a tinta o lapiz e incluso

en el caso de los papeles
cuadriculados de las raquetas,
el nombre de los grabadores o

impresores que los realizaban.

7 Libros de Fabrica, Libros
de Encargo o Libros Manual
del Archivo del Museu de la
Seda de Moncada.

8 Charles Monneret et Jules
Duserre aparecen como
“marchands de gravures”

en: MOUGIN-RUSAND, P,
Annuaire administratif et
commercial de Lyon et du
département du Rhéne, Lion,
1839.

9 Libro Manual (1846-1851),
pp. 24, I parte y 32, III parte.
10 Fuente oral: informacién
proporcionada por Rafael
Martinez Soucase, segunda
generacion de encargados

y tejedores en Garin desde
1944.

11 En ocasiones se encargan
nuevas puestas en carta para
realizar modificaciones en los
disefios anteriores.

Diseinos Garin

El inventariado de la coleccion y una investigacion exhaustiva de la documen-
tacion del archivo Garin ha servido para documentar de forma aproximada el
origen de dibujos como Carpio, Francia, Nuncio, Rica. En primer lugar se ha
estudiado el material grafico, bocetos y puestas en carta. A continuacién se han
cotejado estos datos con fuentes escritas del archivo documental, que ademas
han ayudado a establecer el tipo de clientes, las modas —colorido y motivos
mas frecuentes— o las fluctuaciones en los precios.”

El Carpio y el Francia son dos de los dibujos mds antiguos de Garin. Aunque
sus puestas en carta sobre un papel impreso por “Monneret et Dusserre a Lyon”,
comerciantes de grabados en 1839,® aparecen sin datar, podemos establecer
el origen de estos disefios a mediados del siglo x1x. La documentacion refleja
anotaciones sobre estos dibujos, en 1850 el “Espolin Leon de Francia” aparece
en la “Memoria de lo que presento a la exposicion del afio” y en 1852 el “Carpio
costo el dibujo 20r”.? El Carpio y Francia se denominaban también, tal y como
vemos en las puestas en carta, Carpiet y Francieta. Aunque se trata del mismo
dibujo, se tejian dos versiones que dependian del nimero de colores utilizados
en las flores, los primeros eran mds ricos y por tanto de mayor precio de venta
al publico, con el paso del tiempo la denominacién Carpiet o Francieta ha
desaparecido.”

El origen del dibujo Rica también se puede datar a mediados del siglo x1x o
fechas anteriores. Existen tres puestas en carta de este disefio, la inica datada
muestra la fecha de 1910." Sin embargo, el aspecto sugiere que esta es la raqueta
mas reciente de las tres. Ademas uno de los otros dos disefos, el Rica Seber, esta
dibujado en un papel cuadriculado impreso por José Coromina, Plazuela dels

Cartones, con sus etiguetas originales, para telares, jacquard manuales. Siglo XIX. AMS.
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12 VERNEDA RIBERA,
Meritxell, LArt grafic a
Barcelona. El llibre il-lustrat
1800-1843, Tesis Doctoral,
Universitat Autbnoma

de Barcelona, Barcelona,
2012, pp. 71. En esta tesis

el taller de José Coromina
se situa en 1800 en la

calle del Governador. Un
estudio anterior constata
que ambas direcciones

son la misma: COMAS I
GUELL, Montserrat, La
impremta catalana i els seus
protagonistes a I'inici de la
societat liberal (1800-1833).
Universitat Autonoma de
Barcelona, Barcelona, 2009,
pp.377.

Boceto para tejido jacquard
de motivos zoomoérficos. AMS.

Peixos casa n° 10, profesor de la clase de Grabado de la Escuela de la Llotja de
Barcelona (1814-1820)" y que siendo subdirector de la misma, fallecié en 1834.
Ademas documentacién anterior a 1850 nos muestra anotaciones referentes al
“Espolin la Rica”.

Del disefio Nuncio también existen dos puestas en carta y aunque solo
una aparece datada con la fecha de 1904, sabemos que la segunda es anterior.
Este dibujo fue encargado por el Nuncio apostdlico en Madrid, Monsefior
Antonio Rinaldi, Arzobispo de Heraclea, para asistir al Te Deum de la Jura
del Rey Alfonso XIII en mayo de 1902. El Nuncio debi6 ser creado para este
acontecimiento, pues no aparece reflejado en la documentacion del x1x citada ni
tampoco en los libros de encargos de este siglo.

Boceto San Lucas, segunda mitad del siglo xix. AMS.
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Espolin Francia, inicios del siglo xx.
AMS.

13 Centre de Documentacio
i Museu téxtil de Terrassa.
De Madrid: Museo del

Traje, Museo Sorolla,

Museo del Romanticismo,
Museo Nacional de Artes
Decorativas, Museo del
Prado. De Valencia: Casa
Museo Benlliure, Real
Colegio del Corpus Christi
de Valencia, Museo de Bellas
Artes de Valencia, Museo
Nacional de Cerdmica y Artes
Suntuarias Gonzalez Marti,
Museo Sacro de El Tesoro de
la Concepcién de la Orotava.

Conclusiones

La transformacion de la casa sedera Garin en el Museu de la Seda de Moncada
ha convertido su archivo en una fuente de primera mano accesible a los
investigadores. El fondo del Museo —documentacion, archivo graficoy
archivo textil— es fundamental para el estudio de los tejidos histéricos Garin
conservados en diversas instituciones.”® Se pretende poner en valor este
patrimonio artistico-cultural, reivindicando su conservacién para fomentar la
investigacion alrededor de la disciplina textil y evitar el desmantelamiento de
otras colecciones.

Ademas se trata de un patrimonio cultural que es a la vez material industrial.
Esta doble funcion permite que el uso del mismo revierta en la sociedad.
Actualmente la colaboracion del Museo con las empresas Garin y Gironés-
Vila ha hecho posible la reproduccion y reedicion del disefio San Ildefonso
utilizando la misma maquinaria y técnicas utilizadas en el siglo x1x. El proceso
ha sido documentado con el archivo histérico de nuestra institucién, que ha
permitido la realizacion de la puesta en carta, el picaje y la tejeduria de este
tejido histdrico de forma tradicional, partiendo de los vestigios de antiguas
muestras tejidas. e

MUSEU DE LA SEDA DE MONCADA. EL CASO DE LA FABRICA GARIN
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Espolin Rica. Centre Documentacié
i Museu Textil de Terrassa 386
(ver detalle).
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m Roser Enrich Gregori

Novetats editorials i noticies

Diccionari textil llaner.
Referéncies il-lustrades

Museu d'Historia de Sabadell
ISBN 978-84-87221-29-3

Aquest llibre és un exemple dels bons resultats que es

R I poden assolir quan una institucié museistica, en aquest
D | C C I 0 N A cas el Museu d’Historia de Sabadell, estableix lligams

de collaboraci6é amb la societat civil, amb els agents que

t é Xt i | | | a n e r han participat directament en el procés historic. En el

cas que ens ocupa, des del 2004 el museu compta amb

Referénci il-lustrades la collaboracié el Grup de tedrics integrat per antics
ererencies i-ustrade professionals de la industria téxtil llanera sabadellenca.

Coneixedors de la teoria i de la practica dels teixits; son
agents directes, i alhora testimonis, de la principal activitat
economica de la ciutat, la fabricaci6 de teixits de llana.
Activitat, al voltant de la qual, i durant més de 150 anys,
han pivotat tots els altres aspectes de la vida de la ciutat.
Amb la voluntat de transmetre els seus coneixements
als profans de la industria textil, i de deixar un llegat a les
noves generacions, el Grup de teorics tingué la iniciativa de
confeccionar un diccionari de mostres vives, en que el nom
del teixit s’il-lustra amb la mostra de roba corresponent,
d’aqui sorgi el Diccionari téxtil llaner que amb dos volums
un de llaneria (roba de dona) i un de panyeria ( roba

d’home) recull i compendia els diferents tipus de teixits
presents en els mostraris del fons del Museu d’Historia de
Sabadell, tots fabricats per empreses sabadellenques, i que
desinteressadament el Grup de teorics han catalogat

El llibre que ressenyem Diccionari téxtil llaner. Referéncies il-lustrades
reprodueix i agrupa els dos volums de mostres reals realitzats per la comissio
de teorics del museu.

Ledici6 comenga amb una introduccié en la que es tracta el paper
preeminent de la industria téxtil llanera a la ciutat de Sabadell a partir de
mitjans del s. x1x fins a les tltimes decades del s. xx; la importancia que
tenia per les empreses realitzar uns bons mostraris per distingir-se dels
competidors, mostraris que les empreses guardaven i arxivaven amb cura. Es
fa referéncia a 'important fons de mostraris textils —més de 4000 volums—
d’industries sabadellenques que el museu d’Historia custodia, i es fa esment
de la catalogaci6 que des de 2004 s’ha portat a terme gracies a la col-laboraci6
de la Comissi6 de teorics del museu. Seguidament s’explica el perquée del
diccionari, la seva gestaci6 i realitzacié arrenca en la discussio i validacio6 dels
termes a emprar durant el procés de la catalogacié. Finalment es relacionen els
diferents factors que incideixen en la denominacié d’un teixit de llana.
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La publicacié segueix amb la reproduccié integra del diccionari realitzat pels
teorics: una primera pagina amb els dibuixos dels tres lligaments fonamentals
—plana, sarja i seti—, a la que segueixen les fotografies, mostra per mostra
fins a un total de 225, acompanyades del nom del teixit, i amb una ampliaci6
fotografica al costat per apreciar més els detalls. La publicacié clou amb un
index de mostres.

La iniciativa del Museu d’Historia de Sabadell, de publicar aquest diccionari
de mostres vives posa a l’abast del public interessat i especialitzat, una obra que
per les seves caracteristiques és tinica, i que en cas contrari, el seu coneixement
es circumscriuria només a les consultes realitzades en el mateix museu. m
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Novetats editorials i noticies

Modernisme.
Art-tallers-industries

Publicat per la Fundacio Catalunya-La Pedrera.
ISBN: 978-84-944195-3-9

El passat 7 d’octubre de 2015 es va inaugurar a La
Fundacié Catalunya-La Pedrera l'exposicié Modernisme.
Art-taller-industries, comissariada per Mireia Freixa, que
vol ser una reinterpretacié del modernisme com a fenomen
| més enlla de la historia de I’art i que en aquest cas té en
) consideraci6 la tasca desenvolupada per una gran quantitat
#  de tallers, industries, artesans, que van produir diversos
/“\J elements de la decoracié de les cases de la burgesia catalana
- entorn del 1900.

Lexposicié disposa d’un cataleg en que, a més dels
articles sobre aspectes generals del modernisme signats per

Art-tallers ndisries experts com Mireia Freixa, Pilar Vélez i Teresa-M Sala, en

trobem d’altres de més especifics dedicats a les diferents
arts decoratives presents en aquesta exposicio: vitrall,
ceramica, fusteria, forja... i, per descomptat, el textil.

Larticle de Laura Casal-Valls Modernisme i
modernismes en les arts de l'agulla, esta dedicat a la renovaci6 que suposa el
modernisme en l'aixovar domestic i la moda, especialment femenina. Igual
que la resta d’arts decoratives, el modernisme imposa un nou llenguatge estetic
que s’aplica a ’'abillament de la llar: llencgols, cobretaules, estovalles, estores,
cortines... es dissenyen en consonancia amb el nou mobiliari de les cases
burgeses d’aquest periode. En aquest sentit, la Casa Castells d’Arenys de Mar és
un exemple clar d’un taller dedicat a la realitzacio de treballs de punta artesana
aplicats a la decoraci6 de la llar.

En I’ambit de la moda, enfront de modistes de renom com Joana Valls, Maria
Molist i Madame Renaud que treballen per a les classes benestants catalanes,
I’aparici6 dels magatzems com El Siglo, El Barato o El Aguila impulsen una
democratitzacié de la moda a qué poden accedir les classes mitjanes. El treball
de les grans modistes d’aquesta epoca representa la realitzacié d’una creaci6
artistica, una peca Unica, i en el cataleg queda demostrat en el vestit tipus Poiret
i l'abric, tots dos de Renaud & Cie del Centre de Documentacié Museu Textil de
Terrassa. m
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Impressions du Soleil Levant.
150 ans de relations Alsace-Japon

Cataleg de I'exposicio

Musée de I'lmpression sur Etoffes de Mulhouse
ISBN: 978-2-36701-047-2

El cataleg commemora el 150¢ aniversari de les relacions Japd-
Alsacia, una de les primeres regions europees que va tenir
relacié directa amb el pais nip6 a la segona meitat del segle x1x.
JaTlany 1863 alguns comerciants d’Osaka van establir contacte
amb Europa per fer-hi fabricar productes pel mercat japones,
d’acord les tecniques més avangades a I’época. Eren, sobretot,
muselines de llana per a la confeccié de kimonos i vestits per a
I'’hivern. Lintercanvi dura anys, i tingué una amplia repercussio
en l'economia i el domini de I'art. En aquest sentit, el cataleg
proposa un recorregut pels primers téxtils alsacians que
permeteren al public europeu descobrir 'univers de les formes
japoneses, amb novetats que varen ser presents en la génesi de
I'impressionisme i el modernisme.

Es un cataleg de caracter didactic, amb una seleccié
encertada de peces de les col-leccions propies, de la Societé
Industrielle de Mulhouse, del Cabinet des Estampes et des
Dessins d’Estrasburg, del Musée Unterlinden i la Bibliothéeque
Humaniste de Colmar i d’altres institucions i particulars.
S’estructura en tres grans blocs. Primer, el cataleg obre amb unes
pinzellades sobre el gust per I'exotisme, el japonisme i la importancia que van
tenir les col-leccions d’art i arts decoratives que es reuniren a I’época. Segueix
amb un estudi de la influéncia del Japé en els téxtils estampats d’Alsacia, i els
principals temes iconografics: naturalisme, motius japonitzants caracteristics
(geishes, samurais, cloissonnés...) i minimalisme. Es interessant observar com
els dissenyadors alsacians, sobretot els de Mulhouse, traduien el llenguatge
japones al gust europeu i en resultaven teixits de gran riquesa visual. I es
destaca la tendencia minimalista, que es troba de plena actualitat. En un tercer
apartat, es mostren les fonts d’inspiracié més diverses, sobretot les revistes i els
llibres d’arts decoratives consagrats a I’art japones.

I més enlla de I'aspecte formal, el cataleg tanca amb una reflexi6 sobre les
influéncies entre alsacia i Japo, tant pel que fa als teixits produits pels francesos,
com l'amplitud de les exportacions, com la competeéncia que va suposar la nova
industria textil al Japo i la seva preséncia a Occident. Lequip del Musée de
I'Impression sur Etoffes ha fet un retrat panoramic d’aquesta llarga, intensa i
fructifera relaci6 entre Japo i Alsacia. En resum, és un cataleg breu pero ple de
notes que aproximen a unes tipologies de teixit que van marcar tendeéncia i que
la seva influencia es fa sentir encara ara en les arts, amb un llenguatge que és
present al disseny actual. m
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1 Lantropoleg Manuel
Delgado fa una reflexi6 sobre
els ritus de pas i el concepte
del transit en el seu blog
http://goo.gl/FfWDxM.

Exposicié Vestits per a I'ocasio,
la indumentaria en els ritus de pas.
Fotografia: Txeni Gil.

La indumentaria en els ritus de pas

per NEuUS RiBAs SAN EMETERIO,
directora del Museu d’Arenys de Mar

Els ritus de pas

Denominem ritu de pas a una practica social que escenifica un canvi en l'estatus
social de I'individu. Aquests canvis, generalment vinculats al cicle vital, estan
determinats pels convencionalismes socials, I'individu canvia el seu estatus en
un lloc determinat per a ell. Aquest concepte va ser introduit 'any 1909 per
I'antropoleg frances Arnold van Gennep, que va teoritzar sobre el canvi de
condicid en la vida de I'individu en relacié amb la societat i la seva sacralitzacio:
naixement, pas a l'edat adulta, matrimoni i mort.!

El ritu de pas no només es pot aplicar als canvis individuals, sin6 que
també té la seva expressio en canvis de caracter col-lectiu. Cada societat ha
desenvolupat unes festes i cerimonies per escenificar-los; en alguns casos soén de
caracter religids i en d’altres se situen dins I'ambit social: el bar mitsva jueu, les
celebracions dels quintos que es feien a molts indrets de tot Espanya, les festes
de graduacié universitaria en la societat americana.

En cadascuna d’aquestes cerimonies I'individu acostuma a vestir d’'una
manera especial, se singularitza respecte a la resta de la comunitat amb una
indumentaria concreta. En aquest article analitzarem la importancia de la
indumentaria i els aixovars en els ritus de pas del cicle vital: el naixement, el pas
a l'edat adulta, el matrimoni i la mort.

LA INDUMENTARIA EN ELS RITUS DE PAS
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2 Una altres de les tradicions
vinculades al bateig i que

feia referéncia a la salut del
nad¢ era repartir confits
entre la canalla. Els padrins
havien de llengar confits
durant la comitiva del bateig.
En el llibre El veinat de la
meva infantesa. Records d’en
Manel Sunyer Mas editat per
PAjuntament de Viladecans
es recull una cantarella
popular: “Tireu confits que no
son podrits; tireu avella-nes
que no son corcades; si no en
voleu tirar, el nen es morira!”.

La indumentaria com a element d‘informacio

La indumentaria és per a I’ésser huma una forma de comunicacié. A través del
vestir, en moltes ocasions informem sobre el nostre estatus, el nostre genere, la
nostra professio, els nostres gustos i fins i tot ens serveix per a posicionar-nos i
reafirmar-nos davant els altres. En la celebracié dels ritus de pas del cicle vital,
la societat ha desenvolupat uns estereotips en els vestits i els aixovars que tot i
que han evolucionat al llarg dels segles segueixen veient-se com a necessaris.

Tradicionalment la societat europea ha vinculat aquests ritus de pas a la
religio: el bateig celebra una nova vida, la incorporacié d’un nou membre a la
comunitat i la seva purificacid; la comuni6 marca el pas de la infantesa a I'edat
d’un major coneixement; el casament, el canvi a un nou estatus i una nova
familia; i finalment, el funeral és 'acomiadament d’un membre de la comunitat.
Els ritus de pas no unicament serveixen per fer publics els canvis vitals sin6
perque es produeixi un reconeixement per part de la comunitat.

Analitzarem la indumentaria en els ritus de pas a partir de la primera meitat
del segle x1x, quan la industrialitzacié de la societat i la preeminencia de les
ciutats davant els nuclis rurals suposen uns canvis en els costums socials. La
industrialitzacié i la concentracié de poblaci6 a les arees urbanes va provocar
la uniformitat en el vestit, imitant el model estetic de la burgesia, mentre a les
societats rurals encara es mantenia la indumentaria popular fins practicament
la primera meitat del segle xx. Fins a la segona meitat del segle xx, quan encara
no hi havia una produccié massiva, els vestits utilitzats en les cerimonies
adquirien un paper essencial, les dones acostumaven a tenir un tnic vestit que
lluien en les ocasions especials, com eren el casament i el bateig dels fills.

El Museu d’Arenys de Mar ha produit una exposicié i properament editara
un cataleg sobre aquesta relacié entre la indumentaria i els ritus de pas del cicle
vital. Lexposicio es pot contemplar al Museu Mares de la Punta d’Arenys de
Mar del 24 de gener al 18 de desembre de 2016.

El bateig, la celebraci6 de la vida

El ritu del bateig representa, dins la religio cristiana, la incorporacié d’un nou
membre a la comunitat, l'eleccié d’un nom i la seva purificacid. La cerimonia
tradicionalment se celebrava els primers dies després del naixement; en algunes
comunitats, el primer diumenge. El motiu era l'alt percentatge de mortalitat
infantil que es produia fins a mitjan segle xx. A més de la celebracié religiosa,
el bateig també és una celebracio social i familiar que déna a conéixer a tota la
comunitat I'arribada d’'un nou membre. Fins al primer quart del segle xx, en
moltes poblacions el bateig s'anunciava amb un repic de campanes especific i es
feia una comitiva des de casa del nadé fins a I'església’.

Per singularitzar el nadé que havia de ser batejat de la resta d’individus,
aquest portava el vestit de bateig. Es tracta d’una indumentaria complexa
confeccionada amb matéries suaus com organdi, gasa i fins i tot seda, decorada
amb puntes i brodats. Era tradicionalment de color blanc o color cru per
representar la innoceéncia i la puresa del nadé i el formaven el vestit-faldo, la
capa ila gorra; es tractava d’un vestit de caracter asexuat perque tant s'utilitzava
per a noi com per a noia. En molts casos, aquestes labors es feien dins el nucli
familiar, a vegades era un regal de la padrina i es conservava generacio rere
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Dues dones amb un nadé

en bracos el dia del bateig,

a la porta d'una església de

Vic. Fotografia Josep Torrent i
Garrigoles, realitzada entre 1895
i 1917 Centre Excursionista de
Catalunya.

3 La Casa Sivilla era una
botiga i taller de llenceria
fundada I’any 1898 per
Concepci6 Carresi Verdaguer,
Vda. Sivilla, d’origen italia.
Aquesta botiga es va convertir
en l'espai de referéncia entre
la burgesia catalana durant el
passat segle xx.

generacid. Les families benestants o de I’alta burgesia encarregaven aquests
vestits a tallers especialitzats. El vestit de bateig apareix en el segle xv111, quan
es va abandonant el ritu de submergir el nadé en l'aigua.

El Museu d’Arenys de Mar dins la seva colleccié de puntes i teixits, conserva
una gran quantitat de vestits de bateig des de la primera meitat del segle x1x
fins a la segona meitat del xx, quan la utilitzacié d’aquesta indumentaria es va
abandonant a mesura que la religié catolica va anar perdent influencia. En la
majoria dels casos mantenen les caracteristiques abans esmentades i de vegades
es poden atribuir a tallers especialitzats com la Casa Sivilla de Barcelona.’

El pas a I'edat adulta, la primera comunio

La primera comuni6 és el ritu pel qual I'infant esta preparat espiritualment

per rebre el sagrament de 'eucaristia, la maxima expressi6 de la fe cristiana.
Generalment aquesta cerimonia se celebra quan el noi o la noia tenen uns vuit
anys. Des del punt de vista social i antropologic aquesta cerimonia representava,
fins a la primera meitat del segle xx, el pas de I'infant a I'edat adulta. En

una societat on els infants no estaven plenament escolaritzats i molts d’ells
s’incorporaven al mén laboral ben aviat, la comunio representava aquest canvi
d’etapa.

La utilitzacié d’un vestit que simbolitza aquesta transicié a 'edat adulta es
desenvolupa durant el segle xx i sobretot és a partir dels anys vint. En el cas
dels nois, vestit i corbata, uniformes de militar o de mariner. L'infant deixava
el pantald curt i les noies vestien com petites nuvies, amb un vestit llarg blanc
i amb vel. Els canvis socials que es van produir a la nostra societat als anys
seixanta van anar incorporant altres models de vestits de comunié més senzills
pero conservant el blanc en les noies. La tradici6 de vestir els nens que fan la
primera comuni6 de blanc i com a adults, encara es manté avui en dia, tot i que
en el cas de les noies s’ha abandonat la utilitzaci6 del vel.

LA INDUMENTARIA EN ELS RITUS DE PAS
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4 Clotilde Pascual (1894-
1969) va ser una puntaire i
brodadora que va destacar
pels seus treballs realitzats
alagullaila reproduc-

ci6 de models antics que

es conservaven al Museu

de les Arts Decoratives i
colleccionistes particulars
com Josep Pascé. El Museu
d’Arenys de Mar conserva la
seva collecci6 de treballs de
punta i brodats donats per la
seva familia.

5 Les caixes de niivia son una
de les tipologies més singulars
del mobiliari catala, que té
els seus origens al segle xv.
Les caixes de nuvia eren
utilitzades per transportar,
guardar i mostrar l'aixovar.

Casament vuitcentista a Sant Pere
de Terrassa. Autor desconegut,

6 de juny de 1930. Col-leccié

B. Ragon, Arxiu Municipal de
IAjuntament de Terrassa.

La indumentaria de la primera comunié es completava amb diversos
elements, alguns de caracter religids i d’altres que formaven part de I'aixovar
d’aquesta cerimonia: el rosari, el missal o llibre de comuni®, els recordatoris...
Dins I’ambit textil moltes noies portaven la bossa de comunié també en color
blanc o cru realitzada en materials nobles i en alguns casos brodada com
aquesta bossa de Clotilde Pascual,* que probablement va brodar ella mateixa
amb les paraules Recuerdo de la Primera Comunién, de I'any 1905.

Un canvi de familia i d’estatus. El matrimoni

La cerimonia del casament era tradicionalment el punt final a tot un procés
de festeig, prometatge i negociacions economiques entre les dues families. Al
llarg de la historia, principalment entre la noblesa i les families benestants, els
matrimonis eren una forma d’establir pactes i aliances de tipus economic o
politic. En el cas de la ntivia tot aquest procés sexpressava simbolicament en el
mobiliari; la dona aportava al matrimoni una caixa de nivia® amb un aixovar
domestic que havia anat confeccionant al llarg del temps: jocs de 1lit, parament
de lallar, i també la roba interior.

La imatge que ofereixen els nuvis davant la comunitat continua tenint
una importancia essencial. La parella tria un vestit especial per afrontar
un ritus —religios o civil— que implica una transformacio en la seva vida.
La indumentaria triada comunica al seu entorn la nova situacio; aquesta
indumentaria ha anat evolucionant al llarg del segles en funcié de les costums,
les modes, la situaci6 economica i social, la tradicié religiosa... La utilitzacié
del blanc com a color preferit per al vestit de nivia sembla tenir I'origen en el
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vestit blanc amb punta honiton que va portar la reina Victoria del Regne Unit
(1819-1901) en el seu casament amb Albert de Saxonia 'any 1840, en lloc del
vestit platejat i blanc que era tradicional. A partir d’aquesta data, aquest fet es
popularitza entre les classes urbanes i les nuvies trien el blanc com a color del
vestit de casament. A Espanya, fins a la primera meitat del segle xx, entre les
classes populars i la burgesia rural les navies utilitzen el negre per al seu vestit
de casament i un vel blanc o mantellina negra per cobrir-se el cap. A partir
de mitjan segle xx, la difusi6 dels grans casaments de la reialesa i la noblesa
europea va fer que s'anés imposant el color blanc en el vestuari de la ntvia.
Depenent de la moda, els vestits de nuvia també aniran modificant-se, pero
mantindran uns estandards que encara avui sén reconeguts. El blanc com a
color basic, la utilitzacié de materials nobles, com la seda i l'organdi, el tul en
els vels i la proliferacié de puntes i brodats sén moltes vegades algunes de les
caracteristiques del vestit de nuvia.

En les zones rurals, i fins al primer quart del segle xx, els contraents portaven
el vestit tradicional en aquesta data assenyalada. En el cas catala, la ntvia duia

Vestit de bateig de dol, Museu
dArenys de Mar (vegeu detall).
Fotografia: Irene Masriera.

LA INDUMENTARIA EN ELS RITUS DE PAS
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Vestit de nuvia dels anys vint.
Col-leccié Carmen Vinas-L'Arca
de IAvia (vegeu detall).
Fotografia: Irene Masriera.

el vestit tradicional de pubilla format per gipd, faldilla de seda llavorada amb
flors de colors, mitenes, davantal de seda amb puntes, mocador de pit i al cap,
una mantellina de color blanc. Aquesta pega constitueix el signe d’identificaci6
de la nuvia. Es tracta d’una pega rectangular pero arrodonida als extrems
denominada peix, que normalment era brodada. Al voltant d’aquest teixit es
cosien els volants de punta de grans dimensions que envoltaven el cap i les
espatlles de la navia. Salvador Vilarrasa i Vall, en el seu llibre La vida a pageés,
descriu el ritual del casament entre un hereu i una pubilla, “la nuvia puja a la
rectoria per posar-se el vestit de casar i la mantellina i quan esta ben arreglada,
baixen amb sa mare i germana a l'església”. Entre les mantellines de nuvia

que es conserven al Museu d’Arenys de Mar destaca la que va portar Ramona
Puigdollers i Castells, pubilla vigatana que I’havia heretada de la seva mare

ila va lluir en el seu casament amb Josep Verdaguer i Callis, cosi de mossen
Cinto Verdaguer, a Vic, I'any 1855. Es tracta d’una pega excepcional amb un cos
central de seda brodada a ma de color cru i envoltada amb punta de Lille feta al
coixi.

LA INDUMENTARIA EN ELS RITUS DE PAS
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6 La simbologia representada
en els ventalls son escenes
amoroses, escenes amb
personatges mitologics
allusius a I’'amor, rams de
roses, garlandes de flors,
llagades, inicials dels nuvis...
7 El ret fi o punta d’Arenys és
la punta blanca que es feia a
la costa del Maresme, al nord
de Barcelona. Es feia en cot6 o
1li i tenia fons de tul realitzat
ama.

8 Al cataleg Blanco y radiante
es descriu la simbologia dels
diversos complements i entre
ells el vel representa el desig
de canvi a una nova vida i
recorda el vel flammeum del
moén roma, que simbolitzava
la virginitat de la niviaila
proteccio contra els mals
esperits.

9 Durant la primera meitat
del segle x1x les ntivies
portaven vel o bé un barret
que, en ocasions, cobrien amb
el vel. A partir de principis
del segle xx es comenga a
estendre la costum de portar
un vel llarg amb cua.

Durant la segona meitat del x1x i fins a 'acabament de la Primera Guerra
Mundial, en els casaments burgesos, completaven 'aixovar de la navia altres
elements com el ventall i el mocador de cerimonia. El ventall era, generalment,
un obsequi del nuvi i moltes vegades es feia de punta al coixi o a I’agulla;
mostrava el poder adquisitiu de la familia, ja que aquestes peces eren realitzades
per una artesana de categoria. Durant el primer quart del segle xx el luxe en
'aixovar nupcial es podia mesurar per la quantitat de puntes que hi havia en
les diferents peces que lluia la navia, totes elles amb dissenys romantics d’estil
tradicional, amb motius que feien allusi6 al matrimoni i tenien un caracter
simbolic.

Juntament amb el ventall, l’altre element important és el mocador de
cerimonia, de color blanc i amb les inicials de la ntivia brodades. En la societat
catalana trobem diversos models de mocadors de cerimonia realitzats amb
punta de ret fi” amb dissenys florals. El Museu d’Arenys de Mar ha cedit a
l'exposicié del Museu d’Historia de Catalunya, 1"estimo? Una historia de l'amor i

el matrimoni.

Un mocador de cerimonia amb el mateix disseny de punta que es troba a la
Fundacién Lazaro Galdiano de Madrid i en col-leccionistes particulars, que ens
han pogut confirmar que es tractava d'un mocador de casament.

El vel de ntivia és un complement important del casament de les classes
urbanes. El seu origen sembla que és molt antic, se situa en les cerimonies
de 'Imperi Roma.? Dins el primer quart del segle x1x, el vel no és de grans
dimensions i en molts casos la nuvia el porta sobre les espatlles. Els vels de
punta fets a ma eren molt cars i poques nuvies podien permetre-se’ls, pero la
introducci6 dels tuls mecanics a partir de la primera meitat del segle x1x va
abaratir els costos i va estendre 1ts del vel entre les navies. A partir dels anys
vint del segle xx el vel sallarga considerablement®.

El viatge final, la mort

Lacomiadament d’'un membre de la comunitat és un esdeveniment social. En
les societats preindustrials el ritu de I'enterrament implicava a tota la comunitat
o el poble. Abans del segle x1x, el mort era acompanyat per un seguici que en
algunes poblacions es feia amb torxes, el nombre de les quals depenia de les
possibilitats economiques del difunt. Progressivament, amb la industrialitzaci6
de la societat, les cerimonies es van traslladar a 'ambit més familiar; el mort
estava una nit de cos present i la familia I’havia de vetllar abans de la cerimonia
d’acomiadament.

Fins a la segona meitat del segle xx, quan una persona moria, la familia directa
havia d’escenificar el dol vestint de negre. La tradicié manava un periode concret
per vestir de dol; en algunes zones d’Andalusia el dol podia arribar a durar
vuit anys per als familiars directes. En el cas de ’home, el dol s’exterioritzava
vestint de negre el primer any i després portant colors foscos. En el seu vestit,
s’hi collocaven diferents distintius d’aquesta condicié: cinta negra en el barret,
bragal negre al voltant de la maniga esquerra de 'americana. Les dones havien
de dur un vel llarg sobre el barret, que els amagava el rostre; aquest vel es va anar
abandonant per un de gasa negra que es posava directament sobre el cap. Durant
les cerimonies religioses, tots els assistents havien de vestir de negre o portar
colors foscos i en el cas de les dones, duien vel o mantellines sobre el cap.

LA INDUMENTARIA EN ELS RITUS DE PAS
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El vestit de dol el portava tota la familia, els infants inclosos, pero tot i aquest
costum, resulta sorprenent el vestit de bateig de dol amb el nimero 613 que es
conserva al Museu d’Arenys de Mar. Es tracta d’'un vestit de bateig propietat
de Francesc Sarrais Serra, nascut a Berga aproximadament I'any 1850 que va
perdre el pare abans de néixer. La familia va confeccionar un vestit de dol amb
folre de seda de color cru i faldé amb punta de seda negra.

Conclusio: el manteniment de la indumentaria

en les ocasions especials

Tot i les transformacions en la nostra societat, la celebracié dels ritus de pas
continua formant part essencial del cicle vital de I'individu i la indumentaria

és un element essencial per fer evident el pas de I'individu d’un estatus a un
altre. Els canvis socials i la pérdua de la influencia de la religié com a eix central
per a la celebracié dels ritus de pas no ha suposat la desaparicié d’aquestes
celebracions i els negocis al voltant de cerimonies com les comunions o els
casaments demostren encara la importancia que les families i la societat donen

als ritus de pas.
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Els bojos anys de la seda

per ASSUMPTA DANGLA
Fotografies: Esther de Prades Maria

La fabricaci6 d’estampats sobre seda va viure un moment d’esplendor a
Catalunya els anys de 1920 fins a I'arribada de la Guerra Civil. Va ser un
moment de canvi, d’entrada de les noves tendéncies artistiques d’avantguarda i
de rapida assimilaci6 de la moda rupturista, genuina, que circulava pels carrers
de les principals capitals europees. Els estampats de I’¢poca volien fer arribar
'art a un public ampli, amb una estetica renovada. En aquest sentit, l’'artista
Sonia Delaunay deia':

[Les créations] Seront vendues a des industriels, qui, eux, étudieront
l'abaissement des prix de revient avec les moyens industriels et
soccuperont de la multiplication de ses ventes. Ainsi la mode se
démocratisera et cette démocratisation ne peut qu’étre bienvenue,
car elle élévera le niveau géneral.

L'arribada de les noves tendéncies no es va fer sentir inicament en les grans
firmes. Algunes petites empreses, més modestes, van adoptar-les: és el cas de
Ponsa i La Sedera Franco-Espaiola.

Ponsa Hermanos

L’any 1859 es constitui la societat formada pel capitalista Josep Ferrer i Vidal,
reconegut empresari textil, financer i politic, i I'estampador Josep Ponsa i Rius.
L’any 1879, es funda la societat regular col-lectiva Hijos de josé Ponsa, que I'any
1904 passa ser Ponsa Hermanos. Lentitat va viure diferents trasllats, i durant
aquesta época estava a Sant Marti de Provencals. Alli es feia la preparacio, on
sorganitzava la preparacio, la tintura i estampat, i I'aprest o acabat. Es podria
parlar d'una empresa amb desenvolupament vertical, on també s’havia filat seda
i provat de fer sericultura. El 1901 es decidi obrir un nou establiment a Palma
de Mallorca, Ses Sedes, deixant la fabrica de Sant Marti només per als processos
d’estampacié®.

Elllegat de Ponsa s’ha conservat en tres museus catalans. El Museu de
I’Estampaci6 de Premia de Mar i el Centre de Documentaci6 i Museu Textil
de Terrassa compten amb una col-leccié de dissenys originals, mostres,
indumentaria i mostraris dels segles x1x i xx, que la Generalitat de Catalunya
va comprar i dipositar a aquestes dues institucions. Les col-leccions també es
van nodrir d’altres aportacions particulars. Al seu temps, el Museu del Disseny
de Barcelona va rebre una donacié de 10 mostraris de la ma de Jaume Ponsa, i
uns motlles de fusta que va dipositar al MEPM?®. De la Sedera Franco Espaiiola
s’ha conservat dos mostraris de La Sedera Franco Espaifiola i un conjunt de
dissenys que, probablement, provenien de la mateixa fabrica.

ELS BOJOS ANYS DE LA SEDA
1





Datateéxtil 34

4 Album de disefios
originales de Ponsa
(1890-1935). MEPM.

Disseny original de La Sedera
Franco Espanola, MEPM 5113
(Circa 1920). Veure més.

A Ponsa s’estampava amb els tres sistemes més rellevants: amb motlles de
fusta, amb maquines de cilindres i, ja ben entrada la década de 1930, amb
pantalles de lionesa o serigrafia. Durant I’época, els tres sistemes van conviure
en la fabrica. Cada meétode tenia unes particularitats i uns avantatges: les
matrius de fusta, també anomenades motlles de bac, eren idonis pels estampats
a molts colors, les maquines de cilindres de coure podien reproduir dibuixos
amb un major detallisme i, amb l'arribada de I'estampacio a la lionesa, es va
poder fer rapports més amplis. El gravat dels motlles era una tasca que requeria
expertesa. Els gravadors Costa i Cortada treballaven per la fabrica des de finals
del segle x1x, tant per al gravat de motlles de bac com pels cilindres de coure.
També s'encarregaven matrius de fusta a 'estranger, per exemple, al gravador
G. Merklen de Mulhouse®. Pel que fa les pantalles de lionesa, s'adquirien
sobretot als tallers de Premia de Mar, a la provincia de Barcelona, on hi havia
un gran nombre de tallers de gravat i estudis on es dibuixaven sobre vidre, a ma
alcada, els clixés o fotolits. Els colorits s’aconseguien amb colorants sintétics,
com les anilines i d’altres derivats del quitra del carbé d’hulla, que donaven a la
seda uns tons vius i brillants.
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Teixits de seda estampada del
mostrari de Ponsa Hermanos
MEPM 5861 (c. 1920). Veure més.

5 Galeria d’autors. Ruta

del Modernisme. Institut
Municipal del Paisatge Urba,
Barcelona, 2008, p. 213.

6 CARBONELL,S. i
CASAMARTINA, J. Josep
Palau Oller. Del Modernisme
a ’Art Déco. CDMT, Terrassa,
2003.

Els artifexs

Catalunya seguia de prop la moda de Franga. Els quaderns de tendencies que
arribaven de les capitals europees del disseny, com Bilbille & Co i Claude Freres,
els servien de font d’inspiracié. Compraven dibuixos a l'estranger, i també
n’adquirien a artistes de renom del pais. Era habitual que els directors de les
fabriques seleccionessin personalment els dissenys i es desplacessin als tallers
estrangers per coneixer de primera ma les darreres tendéncies. Ara bé, només
seditava una petita part dels dissenys que s’adquirien.

Entre els dibuixants autoctons, cal citar a Joan Vidal i Ventosa, Josep
Palau Oller, Josep Mompou, Enric Moya, Josep Ferrer Albert, Josep Porta i
I'estudi de Marsa. Vidal i Ventosa va formar-se a la Llotja com a pintor i va
estudiar escultura amb M. Fuxa. Va participar en els ambients de les tertulies
modernistes dels Quatre Gats, més tard al café Guayaba, a les quals també
assistia Picasso, Manolo Hugué, Ismael Smith i Isidre Nonell°. La seva faceta de
dibuixant d’estampats és encara poc coneguda, i va practicar aquesta professid
durant anys. Josep Palau i Oller també es dedica al disseny d’estampacio, a
més de disseny de mobiliari i joguines. Palau i Mompou col-laboraren en el
disseny d’estampats, i en alguns dibuixos originals podem trobar el segell del
taller d'ambdos artistes®. L'any 2003 es va donar a coneixer la seva faceta de
dissenyador d’estampats, que culmina en dues exposicions. Pel que fa a la resta
d’autors, encara queda molta feina a fer per coneixer notes de la seva produccié
per a l'estampacio textil.
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Disseny original de Joan Vidal i
Ventosa, MEPM 5723 (1917).

7 DANGLA, A. “Arten
moviment”. A Lestampacio
téxtil a Catalunya. Visions del
patrimoni industrial. Museu
de ’Estampaci6 de Premia de
Mar, 2006, pp. 90-95.

Disseny original de Marsa,
MEPM 641 (1920-1930).

Els catalans assimilaren els nous corrents i estaven a l'altura dels estrangers,
en un moment que l’art catala no arribava a 'esplendor de I'etapa modernista.
Pel que fa els forasters, Ponsa adquiria els dissenys sobretot a dibuixants de
Paris, Lyon i Mulhouse. Lestudi de E. Sins va dissenyar per Ponsa; de fet, a les
darreries del segle x1x altres empreses catalanes, com L'Espanya Industrial,
també estampaven els seus dissenys. El mateix passava als anys de 1920 i 1930,
amb la fabrica de Premia de Mar La Li¢-Barcelona, que en aquesta época
visitava el taller de Sins amb regularitat. Altres dibuixants que van treballar
molts anys i de forma continuada amb 'empresa van ser C. Lefranc, que
tenia I’'estudi a Lyon, i Léon Kittler i René Schrameck, ambdés de Mulhouse.
El llistat de dissenyadors que van dibuixar per a Ponsa és ben extens: altres
col-laboradors estrangers van ser E. P. Bonaparte, Arthur Litt, R. Blaise,

J. Berger, Marc Rimaud, Landwerlind, ]. Vernaison, Helder, Fred Lévy, R. De
Grandclos, Louis Lang, M. Adrouer, Louis Inwiller, Georges Ordatchenko’...
Més endavant, a la decada de 1940, els estudis barcelonins prengueren més forga
i hi hagué més preséncia de dibuixants autoctons, una tendéncia que anava a
l'alca i en la qual les dones també hi van tenir el seu paper.

Disseny original d'E. Sins,
MEPM 873 (1922).
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B Disseny original de C. Lefranc,
; MEPM 2399 (1927)

Art en moviment

8 POIRET, Paul. Vistiendo Dels motius que es representaven destaquen sobretot els florals, geometrics,

la época. Parsifal ediciones, marins, exotics i figuratius. Lentrada dels nous corrents d’avantguarda

Barcelona, 1989, p. 111. \ > ., .
comportava una tasca de recerca, en una epoca d’exploracié a tots nivells. A
banda de seguir els corrents artistics de I'¢poca, Paul Poiret experimentava amb
la creacié d’un nou llenguatge amb les alumnes del seu Atélier Martine®:

Vaig crear ’Escola d’Art Decoratiu Martine [...]. Vaig reclutar en
els mitjans obrers de la periféria a nenes d’uns dotze anys que no
estudiessin. Els hi vaig dedicar diverses habitacions de casa meva
i els hi vaig fer treballar al natural, sense cap professor [...]. Quan
van passar les primeres setmanes vaig obtenir resultats meravellosos.
Aquelles criatures, deixades al seu aire, oblidaven en poc temps els
preceptes falsos i empirics que havien rebut a l'escola per trobar de
nou tota l'espontaneitat i tota la frescor de la seva naturalesa [...].
El meu paper consistia en estimular la seva activitat i el seu gust
sense influir-les mai ni criticar-les, de manera que la font de la seva
inspiracié quedés pura i intacta.

Dibuixos originals del mostrari de

La Sedera Franco Espanola, MEPM
5113 (Circa 1920).
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9 DUCHARNE,F. Les folles
années de la Soie. Musée
Historique des Tissus. Lyon,
1975. Cataleg de I'exposicio,
p. 9.

Disseny original, anonim,
MEPM 2488 (c. 1920).

A Ponsa no només seguien les formes de ’Art Déco, també van fer teixits
amb un marcat caracter d’avantguarda. Aixi, el simultaneisme, el cubisme,
el constructivisme rus i les formes de De Stijl hi van tenir cabuda. Els motius
florals prengueren un caracter geometric, en unes robes on destacava una
explosi6 de colors i un marcat moviment. Aquest s'aconseguia amb plans
superposats, trencats, figures geometriques o bé amb formes sinuoses amb
caracter abstracte. La rosa prengué especial protagonisme, transformada i
simplificada per un seguit de taques planes.

A voltes, les formes florals o vegetals, semblaven inspirades en el mén mari,
ialainversa. Meduses, garotes, peixos, petits organismes i tot un seguit de
motius que rebien un tractament abstracte i remeten a la fauna subaquatica.
Aixi descriu I'escriptora Colette allo que entreveia en el teixit d’una cortina’:

Il ne sagit pourtant que d’un velours, et d’'une fleur imprimée.
Lauteur du dessin assure: “C’est un pavot” et i le croit. Mais moi je
sais bien que ventrue, ombiliquée, segmentée, délicatement, frangée,
et remorquant une traine filamenteuse, sa fleur est une meduse.

La fascinaci6 per Orient i I'exotisme, presents des dels inicis de 'estampacié6 a
Europa, també tingueren resso en Ponsa. Hi ha tot un seguit de composicions
de caire japonitzant amb formes refinades, estilitzades i un marcat moviment.
A més, es van editar molts dibuixos amb motius egipcis, que sovint formaven
orles per a mocadors. Les fulles de papir, els faraons, les joies i atuells per

a rituals eren d’una gran riquesa visual i elegancia, i devien la seva font
d’inspiracié a les noves formes de I’Art Déco.

Teixit de seda estampada del mostrari
de Ponsa Hermanos MEPM 6025
(c. 1920).
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Album de dibuixos originals de
Ponsa, 1898-1930 MEPM (sense
registre).

Als dos mostraris que es conserven de la Sedera Franco Espaiiola, pren
protagonisme la representaci6 del lleure: I’'espectacle, la musica, la dansa
desenfrenada d’una actriu de cabaret vestida d’odalisca, parelles practicant balls
de sald, la figura de Charles Chaplin en el paper de Charlot i altres moments
de distensio i diversio. A més, també s’hi pot trobar escenes amb imatges de
dones conduint, amazones, tenistes i dones vestides a la moda del moment.

Tot aixo representava I'esperit d’una epoca que sovint es coneix com a Els bojos
anys de la seda i que va inspirar unes composicions que es destinaven sobretot a
pantalles de lampada, paravents i mocadors.

El darrer any s’ha restaurat un album de dissenys originals de la casa Ponsa
que ha aportat noves dades sobre la datacié de les mostres i les autories. En el
revers d’alguns dibuixos hi figura el nom del dissenyador i la cronologia de la
peca, que han permeés datar uns mostraris amb més exactitud. Aquest és un
treball que es suma a la tasca de recerca i recuperacié de la memoria de I’¢época
daurada de Ponsa. Amb aix0 hem volgut oferir unes pinzellades de la feina feta
i de la que s’ha comencat a fer, com l'estudi dels dissenyadors, dels gravadors i la
relacié de 'empresa amb l'estranger. ®
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